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ABSTRACT  
Intermediality, a field of creative practice where artforms are deliberately combined in such a 
way as they mutually redefine each other, finds a distinctive form in Composed Theatre, in 
which principles of music are applied to the expressive means of the theatre (Roesner 2010, 
294). Composed Theatre embraces both the ‘theatricalisation of music’ and the 
‘musicalisation of theatre’ (Roesner 2012, 11). This transformational process offers distinct 
challenges for writers, composers and performers from both fields. These transformations, 
which entail fundamental reformulations of language, narrative and performance identities 
are hard to mix and master. 
 
This investigation combined musicality and theatricality in the creation of four intermedial 
performances: Bear with Me, The Empty City, Gentlemen Songsters and Warmwaters.  The 
roles of the researcher encompassed writer, composer and performer on these four projects 
which enabled complex artistic processes to be examined from inside.  
 
Led by this creative practice, the research identifies four polyvalences that characterise the 
creation and performance of Composed Theatre: tensions between compositional and 
theatrical thinking, music and words, setlist and script, and finally persona and character. The 
research finds that the mixture and interplay of these tensions not only lends Composed 
Theatre its distinct qualities, but offers particular modes of response and control for writers, 
performers, composers and musicians who mix music and theatre in intermedial performance. 
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Introduction to the Research 
 
Music drives this investigation.  I think about music all the time. Theatre much less so. I’m 
sure I’m not alone in this. Like many, I’ll tend to hum a tune rather than recite a theatre scene 
when stuck in traffic.  As an audience member and listener I’m very inspired by music in its 
recorded and live forms, regardless of genre. As a musician I’m most interested in the 
possibility that songs offer to affirm our current being as well as create a new and 
transcendent reality, individually and in social groups. The involvement that music asks for is 
not prescribed; it offers us a kind of liberation. Theatre often seems very conservative by 
comparison, most especially when it sells itself as being exciting and avant-garde. Theatre’s 
conventional mechanisms of darkness, closed doors, enforced silence and directional seating 
further deplete its appeal. One of the impulses of this research is to find ways that music can 
resuscitate and rebuild the potential that I know theatre still has to inspire and involve. 
 
Trained in theatre and self-taught in music, even in my first professional engagements as an 
actor/musician I tended to impose an artificial separation between my practice in theatre and 
music. The skills and behaviours I utilised when acting on theatre stages seemed poles apart 
from the things I did when I wrote songs and played in bands, despite the fact that both were 
in the domain of live performance. To get theatrical when I was onstage playing music 
seemed disingenuous and inauthentic. The theatre stages I found myself on usually pushed 
music into the background or made it ‘go play in the corner’. I wasn’t at all interested in 
Broadway musicals, or other genres where music and theatre chastely co-habited. I wanted to 
play with mixing them up to construct performances that were other than the sum of their 
parts.  Therefore, in my independent creative practice as a writer and performer, I began to 
explore various combinations of music and theatre in original works which were performed 
in spaces designated for either, or neither; everything from drained swimming pools to the 
middle of a field at a rock festival. 
Unmoored from traditional theatre practice, this aesthetic territory was exciting for a young 
artist to experiment with, yet tricky to navigate. As I focussed on creating music-driven 
performances that cut their own die rather than fitted any mould, I was somewhat 
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epistemologically adrift, and outside of the artworks themselves, found it difficult to 
articulate the potential I sensed so strongly.   
 
Creative curiosity increasingly led me to explore this potential through theoretical and 
aesthetic research which playfully enhanced, rather than shut down creative possibilities. 
Recognising the distinction others have made between the impulses of ‘research’ and 
‘creative practice’, I see them as closely related in the few cases where they’re not actually 
symbiotic. Entwining creative practice with research invites a spirit of serious play that can 
deepen performance processes and products. 
 
Introducing Gentlemen Songsters Lesley (Samuel Vincent) and Tyrone (David Megarrity) Brisbane Powerhouse June 2014  
photo Luke Monsour 
As a theatre maker I am completely focussed on the development of new works. They have 
often been called idiosyncratic and have been defined by their resistance to easy 
categorisation. These performances are almost always music-driven, resistant to standard 
narrative structures, and often reformulate language in various ways, including the removal of 
the spoken word.  These works often reverse the standard theatrical question of ‘what music 
does this narrative require’, and ask instead ‘what narrative might this music require?’   
 
Across many of my creative processes and projects, other patterns emerged: clusters of 
critical concern. Words and music tend to pull in different directions, exerting competing 
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gravitational forces on performances.  The sequence of songs in a rock and roll ‘setlist’ 
seemed to have as much narrative potential for a play as any ‘story’. I created performance 
identities which resisted the theatrical traditions of character development I’d learned, such as 
back-story, intentions and objectives. What were these creatures I was performing?  I knew 
that relationships between these all of these competing ideas were key factors in shaping the 
performances I was making, but it was hard to put my finger on them, to locate, measure and 
balance the complementary forces that were driving the practice. 
 
 
Introducing Warmwaters: Luke Warmwater (David Megarrity) and Lena Warmwater (Bridget Boyle) photo Grant Heaton 
 
Investigations into Post-Dramatic theory and practice revealed the elusive quality of the 
‘intermedial’, in which different artforms perform relationships of mutual influence, from 
which they emerge refreshed and changed. Theoretically that sounded similar to the 
properties I was exploring and practically I was certain this was a quality that I was reaching 
for, but yet to fully grasp. It was not until I first read David Roesner and Matthias Rebstock’s 
‘Composed Theatre: Aesthetics, Practices,  Processes’ (2012)  that I found a text which 
explored the kind of theory which would assist in launching this serious investigation of what 
drove my practice. 
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Introducing Tom (Tom Oliver) in The Empty City, Brisbane Powerhouse,  June 2013 
Photo Luke Monsour 
 
Creative practice is the driving force with which this inquiry begins and ends. There are four 
performances in this investigation, represented by script, video and audio. These art works 
are the beating heart of the research. This exegesis forms only a quarter of the work in this 
endeavour; many of its findings are embedded in the creative works in aesthetic form. This 
document captures the relationships between the creative works (as well as selected 
polyvalences between music and theatre that operate within them) through the central 
analogy of a mixing console, which appears as a motif in what you’re about to read, and as an 
animation in the collection of creative works.  
 
This exegesis is in four major sections. The first positions and focuses the investigation in 
relation to theory, and briefly surveys the aesthetic context of the creative practice. The 
second addresses methodological concerns and profiles the practice-led elements. The third 
identifies and analyses a selection of features from the creative works which address the 
research question:  ‘how can certain tensions inherent to intermediality be resolved in writing 
and performing of Composed Theatre?’ 
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Introducing Lesley (Samuel Vincent) and Tyrone (David Megarrity) in Bear with Me, Tony Gould Gallery, June 2012.  
Photo Grant Heaton 
This question generated a number of attendant sub-questions that emerged from the creative 
practice, and guided my investigation of certain theoretical and practical possibilities which 
have broader application to other artists working in the field; findings which are both 
enclosed in this exegesis and embedded in the performances. These creative works comprise 
section 4, the collection of scripts, links to studio recordings of music and video of 
performance and process which may be viewed online. 
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Section 1 Literature and Contextual Review
 
Tyrone (David Megarrity) in Bear with Me,  Tony Gould Gallery,  Queensland Performing arts centre,  June 2012  
photo Grant Heaton 
Performance and Performance Studies 
The intention of this literature and contextual survey is to broadly examine the field in order 
to specify the terms of the creative investigation. This research is suspended between a pair of 
established art forms in a field which has only recently been identified in detail. Each of the 
creative works has reached for a quality of intermediality which combines and redefines 
theatre and music in its process and product. What follows are soundings which progressively 
bounce off the two traditions of music and theatre towards a clarification of Composed 
Theatre, working definitions of terms that will serve the creative practice and its analysis. 
 
This research straddles both musical and theatrical performance and searches for the qualities 
of Composed Theatre that thrive in-between. The creative works are designed to combine the 
qualities of music and theatre into ‘strange objects’ of performance (Pavis 2013, 61) which 
are neither, and both. For Kendrick and Roesner “...the contemporary stage, in fact, is no 
longer the realistic illusion of a place or text, but at most its evocation by way of 
conventions” (2011, xi). Music and theatre possess quite different traditions with attendant 
epistemologies of practice, representation and analysis, and therefore this particular study 
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requires an umbrella: a uniting interpretive paradigm that will bracket, group and shelter the 
new knowledge this investigation seeks.    
 
Much has been made of the recent shift in emphasis in artistry and academic analysis from 
traditional forms of representational theatre to the paradigm of ‘performance’. Any 
contemporary research project which focuses on ‘the live’ must position itself in relation to 
these permutations of performance, and their impact upon how theatre is made, performed 
and received. Mungen and Ernst (2012) among others, suggest an “acoustic dimension of the 
performative turn” whose impact on and implications for live (theatrical) performance Brown 
(2010) says “need further ‘sounding out”  while at the same time acknowledging that  “there 
are almost no theories of theatre sound to speak of”. 
 
In these circumstances the field of Performance Studies allows an opening up of diverse 
fields for research and analysis. Richards (2001) describes contemporary work in 
performance studies as “resist[ing] simple definitional boundaries... investigating the terrain 
between expressive acts on the one hand, and active expressions on the other.”  
Yet Performance Studies, Auslander points out, for all its inclusivity and ‘openings up’, has 
been strangely resistant to examining the phenomenon of music in performance.  
The perception of music not only as non literary, but, more broadly, as non mimetic 
may seem to place it outside the realm of theatrical representation... Although it 
clearly belongs to the realm of performance, music is different enough from theatre 
and our other usual objects of inquiry that it opens some of our basic assumptions to 
renewed investigation (2006, 261) 
 
When music is instrumental to the performance, Nicholas Cook makes the point (in Frith 
1996, 114) that it “...doesn’t simply bring meaning to images from the outside, as it were 
(through its semantic connotations); music, in its internal organization, acts to interpret what 
we see: it allows meaning to happen.” He also asserts that  
what matters… is not so much that signification that is ‘in’ the sound but rather the 
significance that it may support by virtue of the specific intersections with other 
media. Seen thus, the significance becomes a function of context. It is, in a word, 
performative (Cook 1998, 83). 
 
Walter Pater wrote that ‘all art constantly aspires to the condition of music’ (in Kivy 1997, 
98). That is true of this practice-led investigation and yet when music and theatre are 
conjoined in live performance both can be qualitatively changed.  Intermediality enables new 
kinds of meanings to be made, in new ways. In this kind of aesthetic environment, music can 
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be freed from the constraints and bland functionality of its traditional uses, entrained by 
traditional narrative and instead ‘pushed up in the mix’, boldly foregrounded in the 
performance product. Music is not just added on at the end: it’s been there from the 
beginning of the process, and it is front and centre in the performance product.  
When pushed to its limit, this kind of creative practice can make theatricalised music and 
musicalised theatre impossible to tell apart, indivisible into its component elements, or 
‘forms’. It’s unstable, mutable, and difficult to categorise. Here, music can be performative in 
the true and theoretical sense of the word, in that it “…simultaneously realises that which it 
designates”(Mungen et al 2012).When the live performance of songs as at the centre of a 
presentation it’s challenging to assess this kind of intermediality, let alone engage with it as a 
creative practitioner, so Performance Studies allows the examination of the shared and 
contrasting properties of the theatrical, and the musical in the live domain. 
 
What we’re not dealing with  
The term ‘musicalising’ in the title of this research could, at first glance, imply the process of 
turning things into ‘Musical Theatre’. The creative works featured here do not resemble the 
distinct combination of song, story, acting and that characterises The Musical and its variants. 
There’s a post-modern vogue for musicals to comment upon their own form and content, but 
they’re still servicing the same paradigm. Neil Tennant (2011) claims Musical Theatre is 
“…dead. It contains the sort of music you only find in musicals”.  
 
Howard Goodall neatly positions the twentieth century musical in opposition to another 
antique forms, outlining that musicals “... more often than not created a story out of songs, in 
contrast to opera, which tended to create songs from a story” (Goodall 2013, 14).  This study 
is not concerned with Opera, though some classical music traditions did emerge and assert 
themselves later in the study. Dance and Dance Theatre focus on an embodied relationship to 
music in potentially more abstract forms, and while this study involves staged, rhythmic 
movement, it is incidental rather than instrumental to the creative works. 
There are strong traditions of theory and practice in the relationship of music to film, which 
merges its live predecessors’ approach to the incorporation of musical materials into a firm 
set of tropes that have significant weight and influence in popular understandings of how 
music is expected to function, especially in visual storytelling onscreen. Music generally 
‘accompanies the action, is used to describe the action aurally, to identify characters, to 
“coax” extra emotion from the audience...” (Frith 1996, 110). Music is often consigned to a 
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subordinate role in film, essentially providing sonic road signs that guide the audience 
through the journey of the story, as well as providing emotional lubrication. 
 
Much theatre follows film in its use of music, in that it’s commonly utilised, but not integral 
to proceedings. It is standard practice for the script and other production elements to instruct 
composers who work separately from the creative team, and for music to be incorporated late 
in the process, ensuring its status as an end-stage add-on,  “a kind of sonorous sticking 
plaster” (Cook 1998, vi). Many theatre productions utilise music-under, or interstitially 
between scenes, echoing the entwined encoding of music and film, which Cohen (2012, 3) 
describes as being like “…an invisible orchestra transmitting music from some place other 
than the world the characters inhabit, they are, for all purposes, incorporeal.” Michel Chion 
(in Herzog, 2010, 6) calls this ‘pit-music’. While there are exceptions, music in cinema is 
most often typecast in this supporting role, “…composed with the understanding that it will 
not be consciously attended to (Cohen in Juslin 2001, 249). A similar backgrounding is 
standard practice in mainstream theatre, where music“…tends to serve the visual 
arrangement, or the design. (Kendrick, L and Roesner, D  [eds] (2011, xi) 
 
Other nominal variants of performance practice combining theatre and music have 
proliferated; the ‘play with songs’; cabaret and the oratorio to name a few. Space precludes a 
full examination of each; and the four creative works that led this research were not 
necessarily built in opposition to these forms: however, they are characterised by certain 
properties. One of these properties is intermediality. 
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What we ARE dealing with: Intermediality in performance  
This research delves into species of performance where music works in combination with 
other artforms to create something that is other than the sum of its parts. Indeed the ‘sum’ 
itself may not be comprised of known quantities. This relationship is articulated live on stage. 
Kattenbelt  (2008, 20) points out that the particular stage of “...theatre provides a space in 
which different art forms can affect each other quite profoundly... and functions as a 
“hypermedium” (2010, 30) in which a very distinct relationship between artistic media 
(especially music and theatre) can occur. That relationship is called intermediality. 
 
Intermediality is distinct from other ‘medialities’ (for trans and multi see Wolf, 1999) in its 
“...co-relations between different media that result in a redefinition of the media that are 
influencing each other, which in turn leads to a refreshed perception” (Kattenbelt 2008, 25).  
These combinations can operate across a spectrum of intermedial integration, which Wolf  
(1999, 41) refers to as the “degree of intensity”: “...these range from mere contiguity between 
two or more media in a work...to a pole where a maximum of mutual adaptation or 
integration of the respective media is located.” Chapple and Kattenbelt capture this kind of 
mixture and indissolubility of artforms in all its ‘in-between-ness’ as a  
powerful and potentially radical force, which operates in-between performer and 
audience; in-between theatre, performance and other media; and in-between realities 
– with theatre providing a stage space for the performance of intermediality 
(2006,12). 
Intermediality involves, as Wolf describes, “…a plurality of discourse, an emphasis on 
discursive exchanges and contract rather than essential qualities and logocentric differences, 
as well as a concern with various types of ‘others’ with regard to what had traditionally been 
in focus” (1999, 2). This concern with ‘others’ admits the artform of music into the theatre; 
not just as an attendant – as an active and equal agent.  
 
Lehmann (2006, 86) also describes the concept of parataxis in intermedial performance 
works.  It’s a “de-hierarchisation of form” (2006, 86) where the artforms work side by side in 
process and product, rather than under the auspices of one commanding form.  Intermedial 
performance immediately forces artists and audience to reconsider traditional boundaries 
between artforms. It may not immediately obvious ‘what’s going on’ in an intermedial 
performance. Something that looks like a simple concert presentation of music could reveal, 
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or evolve into something very different. Something theatrical. Intermediality sounds like a 
dry theoretical construct, but in practice, it effectively means we can expect the unexpected. 
 
The performance outcomes for the creative works that led this investigation stood up on 
stages designated for both music and theatre. Each of them involved the composition and 
recording of original music, with three of them emphasising the live performance of songs. 
Songs themselves have a distinctly intermedial quality. Language is problematised in all four 
works, with variances ranging from the removal of the spoken word, to a rhythmic shaping of 
the words on the page and in the mouth. In these works, music and theatre aren’t just 
superimposed: they are allowed to qualitatively change one another. 
 
As complex as it is to describe, intermediality doesn’t necessarily have to be ‘difficult’ for 
audiences. Though they stand in the stream of the avant-garde, self-consciously playing with 
standards of categorisation and aware of traditional and contemporary performance practice, 
the creative works that drove this investigation were intended to combine innovation and 
accessibility. Any artistic complexities related to intermediality were intended to be 
challenging for the artist making it, not the audience experiencing it. 
 
The qualities of intermediality can be elusive: there’s no recipe for a combination of artforms 
which will form relationships of mutual influence in process and product. Neither can 
intermediality be completely pre-determined because it’s essentially emergent. Just as 
humans collaborate, combining complementary skills and passions in order to create 
innovations that neither could individually have brought to being, intermediality could be 
considered a creative collaboration between artforms.  
In order to more closely understand the potential for intermediality to emerge from a 
combination of music and theatre (particularly in a scenario where one may ‘become’ the 
other) certain general properties of each art form need to be identified and understood. 
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What is Theatre? 
Erving Goffman is the first of several featured theorists this survey will draw on in defining 
essential qualities of an art form.  Described by Bennett M Berger as ‘a consummate 
metaphysician of the banal’ (in Goffman 1974, xi) his concern was not for theatre itself, but 
rather the propensity of its ‘conventions and practices’ to be utilised in examining other social 
phenomena. Goffman’s frame theory offers a common-sense description of an activity which 
most would recognise as ‘theatre’.  
Consider now one subspecies of performance, the kind that presents a dramatic 
scripting live onstage. Reserve the term “play” for the author’s written text, the term 
“playing” for one go-through from beginning to end of the play before a particular 
audience. The term “production” can refer to the effort of a particular cast on the 
occasion of any one run of the play (1974, 127).  
Viewed as such, theatre offers particular qualities, including “an ideal version of a basic 
conceptual distinction, that between a performer or individual actor who appears onstage and 
the part or character he assumes whilst employed thereon.” (ibid, 128). Regardless of style, 
theatre could also be considered a “put-together script of unscripted social doings” (ibid, 53). 
A broad description of ‘theatre’ could include a scripted performance for actors, playing 
characters for an audience of spectators. This playing is likely to involve spoken word and 
movement, and may draw in other artforms such as dance or music to a greater or lesser 
degree. It’s likely to occur in a designated place (also called ‘theatre’) which contains other 
elements: a mise en scene marshalled towards an evocation of events which may be more or 
less fictional. It is immediately recognisable because it identifies itself as ‘theatre’ and 
usually positions itself in relation to similar performances; the historical traditions which 
have preceded it. 
 
Such a definition of theatre is rendered hollow by the many exceptions to the rule that 
implicitly jostle to escape from it or explicitly call it into question. This particular 
investigation includes the texts from which theatre springs: the ‘script’ which some 
definitions of ‘theatre’ would consign to the completely separate domain of ‘literature’. The 
creative practice which leads this research also requires properties of ‘theatricality’ to be 
carefully examined in order to differentiate it from ‘musicality’. This necessarily entails a 
brief diversion into the ‘dramatic’ and the ‘post dramatic’. 
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What is Theatricality? 
Defining ‘Theatricality’ is a challenging task. Fischer-Lichte (in David and Postlewait 2003, 
24) even questions the very idea, offering that “...as a term, Theatricality necessarily remains 
diffuse, as a concept it becomes indistinct, if not void.” 
No other art form’s nomenclature carries the negative value that the language of theatre does. 
Barish (in Davis and Postlewait 5, 2003) notes that “...with infrequent exceptions, terms 
borrowed from the theatre – theatrical, operatic, melodramatic, stagey etc. tend to be hostile 
or belittling.” Willmar Sauter also notes it implies “the stigma of pretense” (2000, 50). 
Notably, the word ‘Theatre’ has direct connotations with the place in which it is most often 
performed. No other art form’s appellation can also be casually applied (without suffix or 
prefix) as a synonym for the designated venue in which it most commonly occurs. The 
presence of the audience in this venue is also key to Theatricality, as Sauter notes, it’s “...not 
something which is produced by the performer alone, but is established through the interplay 
between performer and spectator.” (2000, 58) 
Sauter suggests the concept of ‘theatricality’ “...is meant to represent the essential, or possible 
characteristics of theatre as a cultural phenomenon” (2000, 50-8) and summarises a series of 
broad classifications. This taxonomy of definitions takes in a range of views, but the most 
useful kind of working definition of theatricality for this investigation are those which Sauter 
determines as Metaphoric, in which the term is used to describe “social,  or psychological 
behaviour” (2000, 22) most notably the work of Erving Goffman. 
 
These varying and contested definitions make theatricality problematic to capture 
definitively. Theatre (often associated with ‘acts’ in a ‘place’) and Drama (often associated 
with the literature which ‘scripts’ these ‘acts’) are quite different. However the scope of this 
particular study requires a definition that takes in both written and performed elements of the 
art form: a definition that the reasonable person on the (probably western, first world) street 
would assent is generally applicable as a label for a particular kind of artistic activity. 
Given this study’s inclusion of writing and performance, Goffman’s frame theory was 
periodically useful in the creative practice to distinguish, attribute and re-purpose layers of 
performance behaviour, folding them back into the performances, as staged and paged. 
Christopher Balme’s description serves as a broad working definition; a bridge into Erving 
Goffman’s more specific positioning of the theatrical frame.  
Theatricality as a mode of perception means that things and actions, peoples and 
places, are not in themselves theatrical--they possess no inherent theatricality--but 
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rather are rendered as such by a combination of aesthetic conventions and discursive 
practices. In turn, these conventions and practices determine around which 
phenomena we place the "frame" of theatrical apprehension (2000, 67). 
Drama and theatre aren’t necessarily synonymous, but they’re clearly connected. Therefore 
this survey, while recognising the myriad subtleties and complexities in addition to broad 
philosophical distinctions between the domains, draws in concepts related to ‘Drama’ and 
reclaims them as being inherent to the ‘theatrical’. Here I have gravitated to Suzanne Langer. 
Significantly, Langer’s theories of Form and Feeling (1953) grow from music and are then 
applied to other artforms. Though quite clearly a voice from the past, she captures the nature 
of music with a clarity and perspicacity which had me returning to her work to shape my 
understanding of how both music and theatre works. Her identification of ‘drama’ I’ll draw in 
here as a key element of theatre. 
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Then what is Drama? 
Simply placing an event in a theatre before spectators and labelling it as ‘theatre’ doesn’t 
necessarily lend it ‘theatricality’. The collective and interwoven multimedial gestures of 
lighting, sound and design, in combination with the human energies of writing, direction, 
technical design and performance may spin with great energy, yet leave a certain intangible 
quality unwoven,  a particular kind of momentum unachieved. 
That intangible quality, that elusive momentum, is drama. This term, too, has its 
connotations, and apparent stylistic associations. Leaving aside improvised performances, 
‘drama’ may encompass everything from the commercial and subsidised mainstage, to the 
work of Samuel Beckett and other Absurdists, as well as certain elements of contemporary 
performance practice; where even its absence can perform itself as a kind of dramatic tension. 
Langer characterises dramatic action as  
a semblance of action so constructed that a whole, indivisible piece of virtual history 
is implicit in it, as a yet unrealized form, long before the presentation is completed. 
The constant illusion of an imminent future, this vivid appearance of a growing 
situation before anything startling has occurred, is “form in suspense (1953, 310).  
Thus termed, it is ‘drama’ that is being evoked onstage, via the ‘conventions and practices’ of 
theatricality. Constantly moving towards a vision of a predetermined future, drama “...deals 
essentially with commitments and consequences.” (Langer 1953, 307).  Its logocentic use of 
signs, syntax and forms of representation with (more or less) real-world referents (however 
internally elaborated or embellished) draw on drama’s oft-purported relationship to ritual, and 
means it is essentially a symbolic activity.  
The suspension of disbelief that’s part of the imaginative contract for a theatregoer is not only 
between the real and the fictional but between the competing (or potential futures) being 
played out onstage. The shared awareness spectators bring to the conventional theatrical 
frame allows the generation of a very particular flavour of experience. Langer again: 
Even before one has any idea of what the conflict is to be (i.e. before the “exposition” 
has been given) one feels the tension developing. This tension between past and 
future, the theatrical “present moment” is what gives to acts, situations and even such 
constituent elements as gestures and attitudes and tones, the peculiar intensity known 
as “dramatic quality”. (195, 308) 
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Where does that leave the post-dramatic? 
Hans-Thies Lehmann’s discussion of intermediality has already surfaced in this brief survey: 
his observations of Post-Dramatic Theatre (2006) have been left unresolved. Right here, at 
this point in the exegesis, suspended between the definitions of the theatrical and the musical, 
his general theories centred on post-dramatic theatre’s quality of “suspended meaning” will 
briefly be considered. Lehmann “...assumes the emergence of a new scenic language” though 
Bouko (2010, 75) also points out that  
The eighty-four postdramatic artists cited by Lehmann do not belong to a strict 
aesthetic category: their work, totally or partially, can be all considered as 
postdramatic because the dramatic action is abandoned at various degrees.  
This abandonment isn’t just in the reception. It’s in the making of performance as well. 
Harvie and Lavender observe that the 
characteristic aesthetic effects and thematic concerns visible in postdramatic theatre 
production are a result of its characteristic processes of creation which involve ...a 
rejection of conventional theatre practices of psychological realism for producing a 
‘real’ theatre... and ...an urgent seeking for other methods  of producing something 
…that trades in authenticity and that deserves our attention now (2010, 13). 
The term ‘post’ implies a supersedence of dramatic theatre, whereas it could more accurately 
be considered a collective label for performances that are simply not categorisable in other 
ways. Bouko again observes that within in the postdramatic paradigm,  
alongside performances that do not contain any dramatic dimension, other creations 
approach the drama in a postdramatic way. Both types can be named postdramatic 
performances. In such productions, the text re-emerges but is still deprived of its 
authority: the other elements of the performance are no longer strictly tied to it (2009, 
28). 
These ‘other elements’ naturally include music, which is a driver of this investigation.  The 
complex theoretical arguments related to the postdramatic must necessarily be compressed 
and simplified here in the service of creative practice. The post dramatic performance is 
reflexively self-aware. It’s likely to be non-representational. It knows it is a performance, and 
thus (covertly, or overtly) acknowledges the frames within which it is occurring and through 
which it may be understood. Performance Studies enables the examination of music and 
theatre that is representational and non-representational. 
Of the dramatic and the post dramatic I will say this: the best of each contains a bit of both. 
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Theatricalisation 
The ‘–isation’ suffix denotes a transformative action or process. A direction of travel from 
one state to another. Theatre, for this investigation, can be considered a holding form, a 
working definition embracing all these ideas, including the dramatic and the post-dramatic. It 
occurs in the live domain, often in ‘Theatres’ and involves spectators, who partially define 
the nature of the event by virtue of the way it is framed. Theatre’s evocation of a more or less 
fictional context is scripted, and therefore replicable over multiple performances. The 
intersection of the numerous artforms that combine to create Theatre, whether a recognizably 
‘naturalistic’ or more abstracted concoction, encompasses and  is enhanced by a ‘dramatic 
quality’ which is strongly related to the tensions inherent in performing a simulation of a 
“present moment”.  
Therefore ‘Theatricalisation’ may be understood as a process by which another artform may 
gather, assume, or be granted some of these qualities. Theatricalisation may render something 
more ‘theatrical’ but it may not necessarily transform it wholly into ‘Theatre’. 
 
The preceding clarification of the terms Theatre and Drama serve as working definitions. It is 
an attempt to summarise their qualities and broadly group certain kinds of live performance 
in order to differentiate them from those of an apparently dissimilar artform: music. Though 
“…drama and music were deemed inseparable by the Greeks” (Goodall 2013, 14) and there 
have been many efforts to rejoin them since, music is essentially a very different domain 
whose qualities will be more closely defined in order to frame the creative practice. 
  
25 
 
What is music? 
Music, too, is difficult to define as an artform. Is it Varese’s “organised sound” (Goldman 
1961, 133), Hanslick’s “sounding forms in motion” (in Langer 1953, 107) or simply Nattiez’s 
“…whatever people choose to recognize as such” (1990, 47). Definitions proliferate, and are 
unlikely to settle. The musical works at the heart of the shows featured in this investigation 
are largely songs created within Western traditions of popular music. There are no radical 
redefinitions of music in these performances, other than the new values that their integration 
into intermedial contexts performances may provide, rather an inherent musicality, with a 
focus on composition. 
Musicality is a conscious knowledge of, and an instinctual sensitivity to the qualities, features 
and dynamics of music. Transcending the use of language as the sole site of meaning-making, 
it may find application in activities with an embodied relationship to music, such as dance, or 
extend to ostensibly non, or extra-musical forms such as writing.  Certainly one of its 
essential qualities is rhythm.  David Roesner proposes that 
 Musicality is not only influential on the level of aesthetic effect,  transforming ways 
of staging, addressing text or serving as a catalyst or organising principle between the 
different artists and media on the theatrical stage. I found that it is also seen and 
utilised to provide a shift in the cognitive processes involved in making theatre, 
offering a different and often pre-linguistic form of coherence, a distinct way of 
thinking and perceiving (2014, 258). 
 
Music is especially intersubjective, which is why, perhaps, Juslin and Sloboda suggest that  
“Music is a cultural material (as is language) that provides a kind of semiotic and affective 
‘power’ which individuals use in the social construction of emotional feeling and displays.” 
(2001, 415) Juslin (2001, 48) asserts that “Music can be considered uniquely privileged 
within the aesthetic hierarchy: the very lack of specificity which formerly consigned it to a 
subordinate role …[can be] construed as an infinite suggestiveness.” David Huron (2006, 46) 
points out “…a simple pitched tone seems capable of evoking a cornucopia of psychological 
impressions or feelings.” 
 
Certainly the preliminary theoretical inquiries of this research were most concerned with the 
relationship of music to emotion. Langer’s classic formulation captures this compelling 
congruence.  
The tonal structures we call “music” bear a close logical similarity to the forms of 
human feeling – forms of growth and of attenuation, flowing and stowing, conflict 
and resolution, speed, arrest, terrific excitement, calm, or subtle activation and dreamy 
lapses- not joy and sorrow perhaps, but the poignancy of either and both – the 
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greatness and brevity and eternal passing of everything vitally felt. Such is the pattern, 
or logical form, of sentience; and the pattern of music is that same form worked out in 
pure, measured sound and silence. Music is a tonal analogue of emotive life. (1953, 
27) 
Theory aside, most people would consider music to possess certain properties than enable it 
to be woven into our feelings, memories, and even our identities. These properties are often 
able to work on us without recourse to the visual or language-based methods which we 
commonly employ to manufacture or represent ‘meaning’, and in doing so problematise the 
function of the aesthetic symbol. Langer uses language to capture with great clarity this 
unique quality that music possesses: its ability to transcend language itself: 
because we are so deeply impressed with the paragon of symbolic form, namely 
language, we naturally carry its characteristics over into our conceptions and 
expectations of any other mode. Yet music is not a kind of language… Because its 
elements are not words – independent associative symbols with a reference fixed by 
convention. Only as an articulate from is it found to fit anything; and since there is no 
meaning assigned to any of its parts, it lacks one of the basic characteristics of 
language – fixed association, and therewith a single, unequivocal reference. We are 
always free to fill its subtle articulate forms with any meaning that fits them; that is, it 
may convey an idea of anything conceivable in its logical image... it is not a language, 
because it has no vocabulary (1953, 28-31). 
Music in particular styles or genres may have certain features upon which we can tend to 
agree, however these are quite often culturally determined. Langer’s statement comes as close 
as language can to capturing the potential and power of music has to work on us. Theatre 
needs words. Even the non-verbal performance in this suite of creative works required a 
script. Music does not need words. This leaves the ‘song’ (which uses music and words) in an 
interesting position, to be examined presently.  
However distinct the qualities of theatre and music may be, there are simultaneous kinships 
and tensions; consonances and dissonances between the artforms in both philosophy and 
practice - generative forces which have driven this investigation. 
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What is musicalisation? 
Musicalisation is a complex phenomenon intimately related to intermediality. Lehmann 
(2006) briefly raises musicalisation as one of the characteristics of post-dramatic 
intermediality, but chooses not to elaborate. Varopolou (in Lehmann 2006, 91) states that 
musicalisation “...is not a matter of the evident role of music and of music theatre, but rather 
of a more profound idea of theatre as music.” The term has emerged from literary studies, 
and has only recently begun to be applied to contemporary performance.  
The human connection to the phenomena of music is a profound one which continues to defy 
comprehensive analysis or description.  In performance it can be a viewed as a social 
phenomenon, refracted through the experience of the live event, Pavis asserts that music 
“tunes human relations as much as it tunes the performance.” (2013, 289). There’s no doubt 
that the possibilities musicalisation offers intermedial performance are rich and curious. 
Musicalisation is difficult to capture, because it is reaching for an effect that, by definition, 
defies verbal discourse or description. Suzanne Langer describes the symbolic properties of 
music  
There is no doubt that musical forms have certain properties to recommend them for 
symbolic use: they are composed of many separable items, easily produced, and easily 
combined in a great variety of ways; in themselves they play no important practical 
role which would overshadow their semantic function; they are readily distinguished, 
remembered,  repeated; and finally they have a remarkable tendency to modify each 
other’s character in combination, as words do, by all serving each as a context. The 
purely structural requirements for a symbolism are satisfied by the peculiar tonal 
phenomenon we call “music” (in Addis 1999, 27). 
This intra-modification that Langer identifies points to a closer definition of what 
musicalisation might entail. Wolf (1999, 38) offers three principles of musicalisation in a 
literary text which will guide this research: 
A] principle of acoustic foregrounding ....an unusual foregrounding of the acoustic 
dimension of its verbal signifiers and employs elements such as pitch,  timbre, volume 
and above all rhythm which transcend a mere imitation of orality, that is, if it 
emphasises sensory (acoustic) experience  
 
B] ‘principle of self referentialization’ ...if its discourse and/or story (elements) 
including the imagery, betray(s) a marked tendency towards the formation of patterns 
and recurrences (on the phonological, syntactic, semantic or thematic 
levels)...produces an unusual self-referentiality of the text  
 
C] ‘principle of departing from narrative plausibility and referential or grammatical 
consistency’ ... significant departures from the following traditional or typical features 
of storytelling: from (mimetic) hetero-referentiality, i.e. the reference to (a sequence 
of) events in an imaginable (preferably outer) reality; from a narrative consistency and 
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plausibility which is (seemingly) dictated by the extra textual reality evoked as well as 
by formal conventions. 
 
These principles are derived from Musicalisation in Literature. However, I propose they also 
hold for Performance, and will explore its properties via the intermedial practice performed in 
this research.   
 
As music invades intermedial performance practice, and the significance of language 
diminishes, it conducts and contributes to the creation of mise-en scene, rather than being one 
of its instruments. Because music “cannot be reduced to content” (Roesner 2010, 2), in 
performance it can become a protean agent; shifting,  changing, and influencing not only the 
acoustic,  but the physical,  textual,  and visual domains. Patrice Pavis observes that as mise-
en-scene 
becomes dance and rhythmical play...[it has] abandoned the too-obvious signified, in 
order to concentrate on mute and silent images: that is, on the signifier which,  for as 
long as possible, refuses to be interpreted and turned into a sign (2013, 290). 
Music’s subjectivity – its refusal to offer singular interpretations or signage – is surely the 
seat of its power.  The intense emotional experience that music offers most of us is maybe a 
combination of abstract acoustic signals, the web of culture, social interaction and personal 
narrative, and offers profound influence without using language in ways we’re used to. Even 
the sugar-rush thrill of a pop song lyric is not always about language in terms of syntax or 
meaning. The rhythm or timbre of a word may carry more meaning for the listener than its 
dictionary definition. Musicalisation has the potential to offer theatrical performance a taste 
of these pleasures: uses that transcend established clichés of film, theatre or opera. More 
generally, applying musical thinking to theatre can forge new rules for interaction amongst 
artforms within each work. Rebstock and Roesner point out that this approach 
introduces forms that de-emphasise text, narrative and fictional characters, seeking 
alternative dramaturgies (visual, spatial, temporal, musical) and focus… on the sonic 
and visual materialities of the stage and the performativity of their  material 
components (2012, 9).   
An acoustic dimension to the ‘performative turn’ is gaining momentum, in practice and 
theory. Kulezic-Wilson outlines this new movement within the paradigm: “If theatre can 
begin to act as, and be viewed as music it potentially heralds “a shift of emphasis on how 
meaning is created (and veiled) and how the spectrum of theatrical creation and reception is 
widened.” (in Kendrick, L and Roesner, D  2011, 34). David Roesner (2008, 3) also identifies 
the potential of musicalisation to “re-introduce… the full range of textual potential: as a 
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rhythmical, gesticulatory, melodic, spatial and sounding phenomenon as well as a carrier of 
meaning.”  
This potential shifts the frames of both music and theatre, and may play with our basic 
understandings of what music and theatre actually are, as Roesner points out,  
musicalisation almost inevitably undermines certain performative conventions, draws 
attention to the acts of their creation and creates friction with the expectations and 
conventions of theatrical writing or performance (2014, 165). 
 
 
As if and What is: Differentiating Music and Theatre 
This investigation’s focus is the intermedial combination of music and theatre through the 
writing and performance of new creative works.  I have surveyed some distinctions between 
the two fields of music and theatre, outlining certain key characteristics of each frame, in the 
knowledge that they will collaborate and influence each other in the creative practice. As I 
researched and wrote the preceding series of definitions, I questioned which elements of the 
fields should be excerpted and represented  and what is to be omitted in this (necessarily 
brief) exposition,  with an awareness that as what you’re reading now ‘tunes in’ to some 
elements,  overtones and undertones remain.  Others are silenced entirely. Goffman suggests 
this process of delineation and demarcation may be more of a hindrance than a help:  “Could 
it be that every frame is a trap which systematically undermines the possibility of conveying 
– at least with any ease - certain matters that are handily conveyed in another?” (Goffman 
1974, 533). This peculiar quality of ‘not this, or that, but rather something different’ 
characterises the intermediality of Composed Theatre, which is driven by the dynamics of 
these overarching inter-artform tensions. 
 
Philip Auslander recalls two of Richard Schechner’s modes of performance: “doing and 
“showing doing.. pointing to, underlining, and displaying doing” He then draws on Victor 
Turner in making a crucial distinction between two kinds of musical performances. Where 
some... 
carry their listeners into the subjunctive to explore the imaginative terrain of the “as 
if,” others remain in the indicative mood by reifying and celebrating “what is.” (2006, 
22-150) [my emphasis] 
This statement inscribes a dichotomy rather than a continuum. Many theatrical or musical 
live performances could be seen to draw simultaneously from both domains. However, like a 
tightrope walker who must have a sense of where the ends of the pole that lends him balance 
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are (even if he cannot see them); in seeking to locate balances between music and theatre I 
must identify their qualities and limits of their logical extension. Here I will for argument’s 
sake, extend this apparent dichotomy into a significant distinction between the two artforms 
of music and theatre which will inform the rest of the investigation. This is that the principal 
domain of music is “what is” and the principal domain of Theatre is “as if”.  
 
Intermediality entails the collaboration, transformation and intermedial combination of both. 
As music is theatricalised, it moves from the domain of “what is” to the domain of “as if.”  
As theatre is musicalised, it moves from the domain of “as if” to the domain of “what is”.  
This inbetween-ness inspires a kind of axial thinking, as Brian Eno puts it, which ‘triggers an 
imaginative process, an attempt to locate and conceptualise the newly acknowledged 
greyscale positions.’ ( 1996, 298) 
 From the fictional to the actual and back, these are directions of travel into transformations 
which will ultimately shape performance. Between these poles are instances of harmony and 
dissonance, which should both be allowed to sing on the stages of Composed Theatre. 
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Harmonies: musicality in theatre 
Though distinctly different, it’s relatively easy to observe aesthetic consonances, or 
‘harmonies’ that emerge from certain connections between music and theatre. These can be 
most vividly apprehended in creative practice. 
Writing a play, which while it will eventually be embodied in time, space and imaginative 
flesh, is essentially based in language, yet some leading practitioners have addressed its 
potential musicality.  Playwright Caryl Churchill structured her 1988 television piece ‘Fugue’ 
according under the influence of music. Edward Albee suggests that “if you want to know 
something about the structure of a play, listen to some Bach preludes or fugues….I probably 
think of myself half the time as a composer.” (in Radosavljevi 2013, 246). David Mamet,  
having named his book ‘Three Uses of the Knife’ after a lyric in a blues song, draws a 
masterful line between evolution, musical structures and the three-act structure of drama: 
our survival instinct orders the world into cause – effect – conclusion. ….We take 
pleasure in the music because it states a theme, the theme elaborates itself and then 
resolves, and we are then as pleased as if it were a philosophical revelation – even 
though the resolution is devoid of verbal content (2002, 7). 
David Roesner notes that “Musicality as a condition of dramatic writing is more than a 
philosophical question, though. It also manifests itself in the descriptions of a heightened 
sensitivity towards sound and silence that authors put forward and reflect on.” (2014, 129).  
This sensitivity extends to the rehearsal room, where the language of music is casually used 
in order to shape a theatrical performance.  An actor and may break a play script up into 
‘beats’ in order to embody the rhythmic flow of thought and feeling. A director may request 
that a certain moment be accented, or a silence or stillness ‘held’ and then released. There is 
already much musicality in theatre. 
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Harmonies: theatricality in music 
Musicians also casually refer to a kind of theatricality in their work. Their performances are 
regularly referred to as ‘shows’. Personal transformations akin to the relationship between 
actor and character abound in popular music. Musicians adopt new names, or develop and 
perform different versions of themselves on and offstage. Philip Auslander recounts David 
Bowie as saying “I feel like an actor onstage, rather than a rock artist” (2006a, 109). Music 
can conjure up characters and narrative, and songs can be strung together into stories, with 
the ‘concept album’ being heralded as both pinnacle and nadir of the songwriter’s art.  
Though they may approach their use of symbol in very different ways, clearly one of the key 
commonalities between music and theatre is their essentially rhythmic nature. These rhythms 
may be conceptual, musical, theatrical or visual. They may emerge from narrative or 
elsewhere. From the largest ‘movements’ of the three-act structure, to smaller segmentations 
such as the scene or song,  down to the smallest oscillations of the ‘beat’ or ‘rest’, it is the 
work of writers,  performers, audience and everyone inbetween to  invest in the divining,  
rehearsal and performance of these rhythms. Langer claims it is a driving force in the 
aesthetic realm: 
...the essence of rhythm is the preparation of a new event by the ending of a previous 
one,.. one can sense a beginning,  intent, and consummation  and see in the last stage 
of  one the condition and indeed the rise of another. Rhythm is the setting up of new 
tensions by the resolution of former ones. They need not be of equal duration at all; 
but the situation that begets the new crisis must be inherent in the denouement of its 
forerunner (Langer 1953, 27) 
Intermediality can potentially offer a new dimension, perhaps a kind of syncopation or 
polyrhythm between artforms. The harmonies between music and theatre include certain 
shared (as well as contrasting) properties which can find intermedial expression in new 
distinctive, unstable, curious types of performance. 
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Composed Theatre 
Researchers (Rebstock and Roesner,  2012, Roesner 2011, 2014) have identified these 
harmonies between music and theatre in new varieties of contemporary performance. They 
have written and researched the field to divine its functions and properties pointing out that 
“…the interests in the musicality of theatrical performance and the theatricality of musical 
performance have given rise to a wide range of forms of what we propose to call Composed 
Theatre.” (2012, 9) David Roesner’s research and emerging concepts of Composed Theatre 
are instrumental in framing this investigation. 
 
Alongside others, his work tracks the historical development of these forms from before 
Wagner’s Gesamtkunstwerk, through the performance innovations of the mid to late twentieth 
centuries and into the twenty-first, with a focus on European theatre makers. It’s a joining of 
many tributaries a new stream. This category of performance refines and expands on the 
work of Lehmann in the postdramatic (2006). “Where Lehmann emphasises the 
musicalisation of theatre, Composed Theatre adds phenomena that would fall under the 
heading ‘theatricalisation of music’” (Rebstock and Roesner 2012, 11)  
 
This potential spectrum of aesthetic process and product - musicalising theatre, and 
theatricalising music - represents parameters of a shifting field, which is inherently 
intermedial. Though it may impact on the spoken and written word, Composed Theatre is not 
dependent on traditional uses of language, implying an extension of the literary roots of 
‘musicalisation’ into the realm of live performance. 
According to Rebstock and Roesner, creatives working on the theatre stage in this mode  
approach theatrical stage and its means of  expression as musical material. They treat 
voice, gesture, movement,  light,  sound,  image, design, and other features of 
theatrical production according to musical principles and compositional techniques 
and apply musical thinking to the performance as a whole (2012, 9). 
The use of the word ‘composition’ could ostensibly invoke archetypes such as the neo-
classical composer scrawling out dots which are then interpreted by an orchestra, in a writerly 
analogy of the master-writer composing a play-text as literature which both precedes and 
succeeds its live iteration. However, ‘composition’ can take any number of forms, and indeed 
can be used to describe generative activity in literary, musical, movement and visual 
artforms.  Rebstock and Roesner define composition as “...a staging of discrete individual 
elements within an artefact, all of which refer semiotically to each other in such a way that 
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together they form an ordered system of some complexity” (2012, 59).  Barthes suggests that 
‘To compose, at least by propensity, is to give to do, not to give to hear but to give to write’, 
(1997, 153) implying a different, and more active role for the audient in making meaning 
than one might expect from a passive ‘listener’; a quality (or at least an aspiration) which is 
not only limited to creators of music.  
The concept of ‘Composition’ is necessarily inflected by genre and tradition. Practitioners 
such as Leonard Bernstein make a particular, and somewhat disparaging distinction between 
popular songwriting (the principal focus of the music in this investigation) and the classical 
tradition. He determines that ‘composing is a very different thing from writing tunes after all’ 
maintaining that ‘composition means putting together, yes, but a putting together of elements 
so they add up to an organic whole’. (1960:57) This research acknowledges different 
perceptions of composition in classical and popular traditions yet takes this assertion of the 
organic whole as a principal driver of compositional thinking, whether it is the particular 
relationship between melody and lyric, or more overarching concerns stemming from the 
staging of intermedial performance. 
 
The “Symptoms of Composed Theatre ” Roesner has progressively identified further 
illustrate how informed this category is by the paradigm shift away from representation and 
into  ‘performance’. That “musical ‘compositional strategies’ ...are applied no longer just to 
musical material but to such extra-musical materials as movement,  speech,  actions,  lighting, 
or whatever you have in the realm of theatre (2012, 20). There is also “...the aesthetic 
conviction of independence and absence of hierarchy among the elements of theatre” which 
aligns with Lehmann’s ‘parataxis’. Composed Theatre also asks us to consider not only  
“...the performances but... the working processes if we are to determine in what sense 
compositional thinking drives these processes. (2012, 21) 
Rebstock and Roesner offer a set of theses emerging out of their research which offer general 
characteristics of the field and form, which I offer here in edited form: 
Profound questioning or Reflexivity In Composed Theatre, “...the topic often is the 
relationship between the two media itself, or the act of composing, or the question of 
what constitutes musical composition or performance. (Roesner 2012, 313)  
Process behind process Its experiments operate on more levels than on the aesthetic 
surface of the work: it tries new forms of authorship, of production methods, of 
understandings of ‘skill’ or professional identities. It... experiments with new 
causalities, simultaneities and interferences. (2012, 354) 
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Applying compositional thinking to non-musical materials  an interest in musical 
microstructures and musical rhetoric, and consequent explorations of structural 
relations like repetition and variation, establishing and working with what amounts to 
motifs, making musical forms of permutation more generally applicable not only to 
the acoustic material but to theatrical action as a whole. All these are explicitly 
compositional... (2012, 327) 
approach to rhythms distinct from theatre or music  Applying parametrical 
thinking in Composed Theatre, I would suggest, is demarcated from the rhythmical 
considerations in a straight play in that rhythm no longer serves as primarily as a 
psychological and narrative device. It is also different from purely musical 
composition in that it [is] extended beyond the acoustic realm to kinetic rhythms, 
visual rhythms, rhythms of spoken language, rhythms even of inanimate materials. 
(2012, 327) 
Composed theatre engages in a complex process of meaning-making, social 
interaction and political significance by employing the ‘detour’ of musical 
thinking as a means of abstraction. ...composed theatre engages in a complex 
process of meaning-making, social interaction and political significance by employing 
the ‘detour’ of musical thinking as a means of abstraction... [it] Sidesteps and 
complicates mimesis, dialogue and narrativity” 
These features characterise this investigation and the creative works that lead it. However, the 
combination of the musical and theatrical implied by the term Composed Theatre isn’t always 
a comfortable partnership.  
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Theatre and Music: Dissonances 
There are inherent challenges for artists working in the many permutations of Composed 
Theatre. The given the reflexivity inherent to the form, the very artforms they may profess to 
specialise in are questioned.  
Because there is intermedial and/or interartial transference at the heart of Composed 
Theatre [it] is always a conscious work not only on a piece or production but on 
notions of ‘composing’ and ‘theatre’ themselves, which interrogate each other in their 
interplay. (Roesner 2012, 353) 
When music is truly foregrounded and granted agency, the performance cannot be contained 
by the fictional contexts so carefully delineated by text-based dramatists of representational 
theatre. The world of the stage is now its own, and may not require any referent in the ‘real 
world’ at all. Perhaps it may not even be bothered with such a distinction between the real 
and the unreal.  
 
Attracted as they are to one another, music and theatre in intermedial relationships can be an 
uneasy fit. Separated from traditional conventions and hierarchies, it’s hard enough to seek 
confluence, let alone attain an intermedial convergence of the two. Kendrick and Roesner 
(2011, xi) characterise their unstable bond: “The dematerialisation, miniaturisation, and 
virtualisation of visual or gestural elements facilitate the marriage of sound and image: in 
fact, they have yet to tie the knot, and lack any absolute hierarchy or definitive contract – 
either partner might take off at any point”.  This relationship includes the work of writing and 
performance, both of which require reinvention in order to approach Composed Theatre 
 
Writing Intermediality in Composed Theatre 
The “commanding form” and “unmistakable ‘poetic core’” (Langer 1953, 314) that the writer 
(of plays, or music) has toiled to provide has always admitted a level of interpretation by the 
other artists. However, the “liberation... from the laboured psychology, from the dictates of 
the as-if-realism” (Roesner 2011, 299) that Composed Theatre offers a playwright is 
potentially a frightening kind of freedom as formulaic narrative structures and convenient 
representations fall away to leave the work unsupported and exposed, given that “Music is a 
non-discursive language, which struggles to make any factual, fictional or narrative 
statements.” (Roesner 2010, 299)  
Intermediality is a performative, shared movement between artforms: a dance where no one 
form ‘leads’. This can be awkward for the playwright when Composed Theatre makes the 
37 
 
usual steps unavailable: the more immediate strategies such as mimesis, psychological 
plausibility of dialogue or overall dramatic narrativity. Abstraction may come into play, and 
stay longer than is welcome in a theatrical, logocentric mode of process or production, or 
indeed move in permanently.  
What happens to the playwright in this new environment, in which language no longer calls 
the tune? Radosavljevi (2013, 110) offers the perspective that in this mode, “Writing for oral 
and kinaesthetic performance is no less a genre of music than it is a genre of literature” 
And what of the composer (also a ‘writer’) who is no longer creating pure ‘music alone’ 
(Kivy, 2002), nor smoothing their ‘sonorous sticking plasters’ (Cook, 1998, vi) across the 
contours of a traditional narrative? Might language invade this pure domain? 
And the musical performer? Suddenly framed by a proscenium arch, and its attendant 
association with dramatic narrative, must their songs suddenly tell a story? 
 
Performing Intermediality in Composed Theatre 
Separated from received notions of character, story and text, the performer’s role also shifts 
in response to these new, amorphous demands responsibility well beyond ‘learning the lines 
and not bumping into the furniture’. As Annabel Cohen points out, musical “Performers do 
much more than simply translate or interpret; they participate in the creation of a musical 
event.” (Cohen 2012, 16) Where therefore, might that leave an actor who is used to 
employing their skills as the instrument of a playwright? Does this mean that a “performer 
and their body “merely provide the peg on which something of collective manufacture will be 
hung for a time”. (Goffman in Richards, 2001) 
What if a musician is suddenly expected to ‘act’: to service a narrative trajectory that emerges 
not solely from music, but from a shifting combination of other factors? What needs to ‘shift’ 
to enable an actor to perform in Composed Theatre? How big should the ‘shift’ be? How 
could it be measured? Amongst so many sliding variables, where should a writer or 
performer place their attention and emphasis? 
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Polarities, paradoxes and Polyvalences 
Clearly the unstable conventions of Composed Theatre are still forming. In fact their lability 
is the site of their power. There’s pleasure and curiosity as they’re jammed together and 
jammed out in intermedial performance. As these reverberations are manifested on the stage, 
David Roesner (2010, 2) urges us to  “…recognise ‘musicality’ as a form of perceiving and 
thinking on the theatre stage, as a principle of ‘praxis’, which can be a training, working and 
devising method, a dramaturgical approach as well as a perceptive frame for audiences.”  
 
Clearly music and theatre have different qualities, which are bound to change in the 
intermedial environment of Composed Theatre. Sometimes each will exert their own 
gravitational force, creating a state of intermedial tension for creative practice that thrives 
between two states. This sense of suspension between two forces, especially when musicality 
is a key concern, Roesner observes, “is characterised by polarities or paradoxes.” (2014, 257)   
 
I find that there are specific aspects of each artform that can indeed be arranged into 
polarities: emerging out of the preceding survey and the creative works I have identified a set 
of polyvalances that identify particular facets and functions of tensions between Music and 
Theatre explored by this study. These polyvalences allow both deliberate and accidental 
combinations, transformations, mixes and remixes in the actions of creative practice and its 
analysis.  
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Central Analogy: The Mixing Console  
This section will briefly introduce the selected features between the musical and the 
theoretical in an exposition that will lead to the central analogy of the mixing console. This 
analogy has been composed to simplify the representation of key aspects of the creative 
processes, characterising the tensions at play in the creative works. It allows certain elements 
to be ‘brought up in the mix’ (and others silenced) to highlight and track analysis through the 
four creative works which musicalise theatre, and theatricalise music. 
These elements are: 
1 Compositional Thinking <> Theatrical Thinking 
2 Music <> words 
3 The setlist <>script 
4 Persona <> character 
Musicalisation and Theatricalisation are here understood as ‘directions of travel’ or 
transformation from one state to another. 
 
Mixing consoles are familiar objects to anyone who knows anything about how music is 
made. In a show about ‘classic albums’, the producer  of an album sits in front of the mixing 
console,  summoning sounds,  bringing them ‘up in the mix’. At a live concert, we see the 
artists pressing their ear-pieces and gesturing to someone side-stage. They want to hear more 
foldback; more of themselves ‘in the mix’. What’s that superstar DJ dancing behind, then 
curling over and manipulating? A mixing console.  
This machine controls not only how the audience hears them, but how they hear themselves 
and the musicians that surround them.  Whether manual or automated, analogue or digital, 
actual or virtual, their function is the same. The mixing console enables multiple audio inputs 
to be modified and combined into a single output. 
The vision of a mixing console in a recording studio, with sliders labelled with masking tape, 
scrawled with instrument and musician names, is a classic trope of the studio from the 1960’s 
to the present. It can be the point of final decision in the sculpting of a piece of recorded 
music, and as such, an instrument in itself.  
However it is not just an arbiter of the fixed: a mixing console can create and respond to flux. 
Live mixing is another art. A pre-gig soundcheck checks the sounds, but it’s not just set and 
forget. Once the live performance begins,  things change and the sound engineer ‘rides’ the 
levels of instruments within the combined output as the performance qualitatively changes 
from moment to moment. 
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In order to represent the polyvalences at play in this study, to communicate them with some 
level of elegance and economy, I’ve chosen the mixing console as a central metaphor to 
represent my analysis. This was not pre-determined in the methodology, indeed the process 
behind each of these intermedial works would have seen such a device going haywire as 
individual properties of each work intrinsically  influenced each other, or were extrinsically 
‘pushed’ by the rigor and ardour of writing and performance. The rough, provisional looking 
images are deliberate. The settings of a manual mixer are set and labelled for each 
performance with temporary notes indicating channels and levels. These notes are scrawled 
with marker on lengths of tape or some other temporary surface, for later removal. A digital 
desk may be programmable and automate these functions, but the principle is the same. 
 
The Mixing Console: central analogy isolating intermedial polyvalences at play in Composed Theatre. Here it is set to ‘Theatre’. Please 
refer to The Mixing Console: short animation of central analogy in ‘Creative Works’  video still: Megarrity 
I have adapted the functions of the mixing console slightly to accommodate the 
representation. The sliders, which ordinarily would control sound levels now represent 
various aspects of each of the projects and are assigned different functions which toggle 
between ‘Theatre’ along the bottom and ‘Music’ across the top. Each of the ‘channels’ is 
labelled with a particular aspect of musicality/theatricality which all the projects share. This 
will enable broad-brush-stroke comparisons, as well as a visual representation of some of the 
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nuances that give each project its own ‘flavour’. These signals are combined in the creative 
outputs.  
 
Slider 1 Compositional Thinking <> Theatrical Thinking 
In a city somewhere, in the arty bit of town, two doors apart, imagine two venues. Their 
separate audiences are somewhat settled. It’s showtime. The performances are beginning. 
One is Theatre, one is Music. Both will rhythmically segment time with actions. 
In creating these two performance narratives, one is most likely to employ words, arranged 
into scenes in a script. These are features of Theatrical Thinking.  The other will engage with 
musical forms, shaped into songs, arranged into a setlist for a show. This isn’t just the broad 
application of musicality to performance, but rather the intentional result of Compositional 
Thinking 
Roesner (2012, 253) identifies Compositional Thinking “...applied to creating live theatrical 
performance” as being a “central uniting factor in “grouping... and analysing” the diverse 
species of Composed Theatre, with a particularly “...a conscious engagement with a particular 
kind of transference: from music to theatrical performance.”  This implies the corollary of 
‘Theatrical Thinking’.  
 
I propose that Theatrical thinking (which embraces the Dramatic) is essentially multi-medial. 
That is, that from the script to the performance, multiple elements from a range of artforms 
are marshalled into particular configurations which achieve a pre-determined (explicit or 
implicit) dramatic effect. Even in non-representational performance, effects may be 
‘discovered’ in process, but the intention is that they should become fixed and therefore 
replicable by the same multi-medial arrangement. The term multi-medial is used deliberately, 
in that all of these disparate elements are arranged to work co-operatively rather than 
collaboratively in the moment of performance. They will generally serve a pre-determined 
aim: the simulation of what Langer calls the 
perpetual present moment; but it is only a present filled with its own future that is 
really dramatic. A sheer immediacy, an imperishable direct experience without the 
ominous forward movement of consequential action, would not be so. As literature 
creates a virtual past, drama creates a virtual future. The literary mode is the mode of 
Memory; the dramatic is the mode of Destiny. (1953, 307) 
The playwright works with text to realise and harness this quality of ‘destiny’ in words. 
Theatre performers also serve this destiny. Theatre is a proposition for agreement on set of 
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conventions or frames for understanding that may be more or less fictional. This requires its 
meaningful components be carefully prepared and managed, as Goffman states: 
what is done, and done systematically, is that the audience is given the information it 
needs covertly, so the fiction can be sustained that it has indeed entered into a world 
that is not its own… Thus, staged interaction must be systematically managed in this 
incidentally informing manner (1974, 142). 
 Therefore theatrical thinking (for all its openness to the multi-artform interactivity of the 
production process) is language-based, non-intermedial and focussed on ‘commitments and 
consequences’ (Langer 1953, 307) and therefore essentially discursive and logocentric. 
 
Compositional Thinking is harder to evoke. Like theatre it may encompass a range of 
activities from writing to arrangement to performance.  Language may contribute to its 
formation or description, but it is not the key determining factor. Words and their meanings 
retreat in significance. External referents may be useful in shaping or interpreting musical 
works, but music is essentially self-referential. Time and time again compositional metaphors 
evoke emergence: Benjamin Brittan’s ‘house emerging from the mist’, its features slowly 
becoming discernible. Paul Simon consciously tries “...not to think about what a song should 
say… Because I’m interested in what…I find, as opposed to…what I’m planting...I like to 
discover it rather than plot it out (in Zollo 1991, 95).  
 
This idea of music emerging, growing, of constructing itself, Langer suggests is the “essence 
of all composition – tonal or atonal, vocal or instrumental, even purely percussive, if you 
will, is the semblance of organic movement, the illusion of an indivisible whole.” (Langer 
1953, 126). Compositional thinking of this nature allows an artist to approach the abstract, 
unhindered by accepted logic or the need for mimesis. Indeed, composition is free to invent 
its own logic, and need represent nothing other than itself. It opens the potentialities of 
association away from direct logical connection based in causality. It is more open to 
apprehension rather than comprehension. But this is not to say that Compositional Thinking 
lacks exactitude.  
Music, like language, is an articulate form. Its parts not only fuse together to yield a 
greater entity, but in doing so they maintain some degree of separate existence, and 
the sensuous character of each element is affected by its function in the complex 
whole. This means that the greater entity we call a composition is not merely 
produced by mixture, like a new colour made by mixing paints, but is articulated, i.e. 
its internal structure is given to our perception (Langer 1953, 31). 
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In relation to composed theatre, this may mean, as Roesner suggests, that “...coherence does 
not emerge here on a discursive level but on a music-formal level, for example as motif 
relations, repetition, variation, or by rhythmic protention and retention” (Roesner 2010, 297). 
Again, as Langer persuades us, it is rhythm that emerges as a phenomenon that common to 
both domains.  
Everything that prepares a future creates rhythm; everything that begets or intensifies 
expectation,  including the expectation of sheer continuity,  prepares the future 
(regular ‘beats’ are an obvious and important source of rhythmic organisation) and 
everything that fulfils the promised future,  in ways foreseen,  or unforeseen, 
articulates the symbol of feeling (1953, 129). 
 
Slider 2 Music <> words 
The different functions of language, especially as they operate in the wordy world of theatre, 
as opposed to roles they may play in the often ineffable domain of music, has already been 
broached in this survey. Musician David Byrne suggests what sometimes words can actually 
be  
a dangerous addition to music – they pin it down. Words imply that the music is about 
what the words say, literally, and nothing more. If done poorly, they can destroy the 
pleasant ambiguity that constitutes much of the reason we love music (2012, 199). 
In theatre, words may be more or less stylised in their arrangement on the page where they 
often serve as the principal determinant of dramatic meaning. On the stage, Goffman 
observes that there are practical considerations that characterise their utterance: “there is an 
elevation of tone and elocutionary manner, owing, perhaps, in part, to the actor’s obligation 
to project to the audience and be heard” (Goffman 1974, 143).  
 
Words work hard in psychological realism to carry both text and subtext. The Absurdist’s 
suspicion of language as a carrier of meaning results in an extreme focus on words and how 
they perform. Non-representational or post-dramatic theatre is characterised by its doubt of 
the authorially created master-narrative, so source and arrange their words differently. The 
relationship between script and stage means that words can be faithfully channelled or 
radically re-interpreted in performance. Words and music perform differently depending on 
the framing of the event and the artform-based designation of music and theatre stages. 
Simon Frith, in discussing the work of the singer, clarifies that  
 
the issue is not meaning (words) versus absence of meaning (music) but the 
relationship between two different sorts of meaning-making, the tensions and 
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conflicts between them. There’s a question here of power: who is to be the master, 
words or music? (1996, 186).  
The projects profiled below were all conceived as intermedial, which means at the outset the 
various artforms and their constituents were to some extent de-heirarchised and, at least in 
theory, worked side by side in a contract of mutual influence. 
 
In this investigation, words and music combined in many different ways. Words were spoken 
and sung. An in-between state of melopoiea emerges at times as words are treated 
rhythmically on the page and on the stage: half spoken, half sung.  
 
Words appeared over, under and inbetween songs as the common, yet complex practice of 
inter-song ‘patter’. Words were written, spoken, recorded, and re-edited: husbanded in a 
journey from sense, through music into a reconfigured meaning. Words were projected as 
text in performance. Sometimes language guided the stage from the authority of the page: 
sometimes the words were forced to respond to, rather than dictate the nature of music in 
performance. All of these acts confirmed a kind of constantly re-calibrating continuum 
between words and music in Composed Theatre, sliding between theatrical and musical 
polarities, seeking some kind of balance. 
 
Slider 3 The setlist <>script 
The sequencing of any group of songs in shaping a musical performance is an art form in 
itself. This is commonly called the ‘setlist’, a ubiquitous document taped to the stage. It’s just 
a list of songs, yet it carries much more weight than that. A setlist provides a structure to a 
musical event comprised of smaller components, usually songs. Its essentially provisional 
nature also enables this structure to be responsive to the often unpredictable and shifting 
nature of the events in a music venue. The setlist describes a trajectory that can be deviated 
from should the circumstances of the performance demand it, and therefore becomes a nexus 
between the planned (anticipated) and the improvised (actual) performance. It has a distinctly 
narrative potential. 
 
Even a lowly touring member of the Beach Boys says "The set list is the script of the 
play...So the question is, what story do we want to tell?” (Von Mertens in Fine, 2012). This 
‘set list’ may dictate the progression of the most modest pub gig or a multimillion dollar 
stadium concert augmented by a complicated web of lighting and projection technology. Here 
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the ‘script’ is used in its traditional sense: written materials created before a performance 
event that will largely dictate how it proceeds. It lays out an order and implicit rhythm of 
events intended for interpretation by artists who will facilitate its interpretation by an 
audience. 
 
A setlist is comprised of songs. The script of a play is likely to be comprised of ‘scenes’. 
Both are to some extent self-contained. The songs could most likely be played singularly, but 
the full potentiality of a scene lies in its position in a dramatic narrative and the part it has to 
play in the pattern of ‘causes and commitments’. The placement of a song is significant, but 
also the way it is framed is particularly important. This framing is not only established by the 
musical works that surround it, and other performance elements, but also by words. 
 
Songs begin and end. A musician usually says something inbetween the songs: communicates 
to an audience in a way that frames and reframes the music, in addition to recognising the 
essentially collaborative nature of the performance being created. Goffman notes this 
“informal chatter..[is] ...likely to be scripted, yet is clearly received as outside the song frame, 
thus unofficial, informal, directly communicated” (1974, 132). 
 
They may contain scripted elements, but setlists are generally sketched: provisional. They are 
souvenired and archived by fans as representative of a performance that has already 
happened.  A script, on the other hand, is a more closed structure that precedes a performance 
and is more likely to dictate almost all elements of which it is comprised. Theatre tends to 
creates performance demanded by writing, whereas music tends to produce writing that is 
demanded by the performance. Scrappy and scrawled, or carefully composed, a setlist is a 
structural conceit for musical performance that this research draws upon deeply to shape its 
creative practice. 
 
There is another rather remarkable place where words and music meet - an object that is 
inherently intermedial and threaded through this practice-led research - the song. 
 
Interlude: The song as intermedial object 
All four performances to be examined involve songs. Some played on the sticky-carpeted 
stage of a music venue, others on the paint-layered boards of the theatre stage. Some in multi 
purpose spaces that could go either way. A scene is different from a song; by definition, it is 
46 
 
part of a larger whole. A song stands on its own, combining words and music... into what?  
Wolf observes that a song “...is a rare example where overt and covert music-literary 
intermediality coincide.” (1999, 187) 
Dyer states that “Because they have words, songs can name and ground emotions; because 
they involve music, they can deploy a vast, infinitely nuanced range of affects; because they 
are vocally produced, they open out into physical sensation.” (2012, 4) 
Meanwhile Leon Rosselson claims that  “Song....is theatre” because  they possess “... implied 
narratives, they have a central character, the singer; a character with an attitude in a situation 
talking to someone (if only to herself).” (in Frith 1996, 169) 
 
Yet the ‘talking’ involves words, rhythm and melody: the ‘situation’ is not only described 
with language, it is evoked via musical materials as well, music that was perhaps composed 
without a single word being spoken. In a song, the words and music interanimate each other. 
Langer tells us that this isn’t theatre at all, but rather... 
“When words enter into music they are no longer prose or poetry, they are elements of 
the music.... they give up their literary status and take on purely musical functions... 
song is music. “ (Langer 1953, 150-152) 
In a song,  words and music ‘converse’ in process and performance, modifying one another 
and opening up new meanings beyond the function of each individual component: in this 
way, “a song doesn’t exist to convey the meaning of the words, rather the words exist to 
convey the meaning of the song”(Frith 1996, 166). For this investigation, though they have 
intermedial properties, songs are considered as music. As song, when sung, has the potential 
to transcend the polarities of ‘as-if’ and ‘what is’. 
 
Slider 4 Persona <> character 
The singer and the song, united in performance on a stage, whether it be in a musical, or 
theatrical frame, is a remarkable phenomenon. Annabel Cohen points out that “Performers do 
much more than simply translate or interpret; they participate in the creation of a musical 
event” (2012, 16). This participation can have very different intentions and inflections, 
depending on how they are framed. Goffman observes that  
“...in stage productions, the animator and the figure are seen as technically different, 
but in the case of popular singing, some inner bond unites the two...singers routinely 
trot out the most alarming emotional expression without the lengthy buildup that a 
stage play provides. Thirty seconds and there it is – instant affect. As a singer, the 
individual wears his heart in his throat...” (Goffman 1974,  571) 
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This is an approach to performance that seems very personal and unique to the singer: David 
Byrne captures its special quality of contradictory harmoniousness,  observing that   
“…one can sense that the person on stage is having a good time even if they’re 
singing a song about breaking up or being in a bad way. For an actor this would be 
anathema, it would destroy the illusion, but with singing one can have it both ways. 
As a singer, you can be transparent and reveal yourself on stage, in that moment, and 
at the same time be the person whose story is being told in the song. Not too many 
other kinds of performances allow that.”  (2012, 73 xiv) 
Philip Auslander asserts that “what musicians perform first and foremost is not music, but 
their own identities as musicians. Their musical personae” (2006a, 102). This concept of the 
persona is vital to this study, and its properties will be more closely defined by the creative 
practice. Theatre, in contrast, offers us something rather different. Characters. A ‘dramatis 
personae’ of  
pre-existent characters: they are listed and sometimes briefly characterised at the 
outset of the play and usually confirm,  modify or expand their character traits, 
motivations and psychological profile through the things they do and say during the 
course of the play (Roesner 2014, 166).  
The actions of characters submit to the overarching shape and trajectory of the drama, 
involving, at some level, “...the make-believe acceptance of different information states, 
different from one’s fellow characters and different from the production staff” (Goffman 
1974, 134). At the same time, the relationship between the performer and what they are 
performing is no less significant, but rather ‘submerged in full view’. This nexus between the 
player and the played is deliberately obscured from our view because what happens on the 
theatre stage “...concerns the performers who project characters, not these characters 
themselves. A character, note, cannot forget his lines. (ibid 1974,  237)  
 
And yet it’s when things ‘go wrong’ that the delicate complexities of the theatrical frame are 
suddenly revealed. It’s the same on the musical stage. There’s a thrill about mistakes and 
breaks that is inherent to live performance. It can’t be ‘fixed in the mix’. A ‘flub’, as 
Goffman calls it, tells us a lot about the ‘flubber’ as well as the complex frames they’re 
flubbing around in. There’s value in errors or misfires,  and they’re certainly valued in this 
investigation. When the frame breaks you can see the edges of the artwork, which may hold 
clues to the edges of the art form. This investigation is spurred by a curiosity about variances 
between the two poles of musical ‘persona’ and the theatrical ‘character’, and what they 
imply for a performer of Composed Theatre. 
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The intention of this brief account of key features of the musical and the theatrical was to 
identify polarities between the two, in the knowledge that the ‘strange objects’ of  Composed 
Theatre are likely to thrive somewhere between them. 
The creative practice that generated and contain the findings of this investigation was 
informed by these polyvalences. The tensions between compositional and theatrical thinking; 
between music and words, setlist and script,  song and scene, persona and character, the 
‘what is’ and ‘as if’, were forces that I experienced intimately,  as writer,  composer and 
performer, and qualitatively determined the essential nature of each performance. 
These tensions found some balance, resolution and release in the four creative works at the 
heart of this research.  
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Section 2 Methodology  
 
 
Shadows of David Megarrity and Samuel Vincent soundchecking at Gentlemen Songsters, Brisbane Powerhouse, June 2013  
photo Joyclyn Vincent 
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Introduction to the methodology 
Baz Kershaw’s playful question “What are methods for, but to ruin our experiments? (2011, 
65) points not only to the essential play of the unknown in creative practice, but also a 
perceived antipathy between the “aesthetic and the epistemic” (Gingrich-Philbrook in Spry 
2011, 105), and it is true that each feels different.  The visual artist William Kentridge 
describes “The uncertain and imprecise way of constructing a drawing as being “...sometimes 
a model of how to construct meaning.” This implies that emergent processes bring forth 
emergent structures which bear emergent meanings. Most significantly he states that “What 
ends in clarity does not begin that way” (in Cameron, 1999, 8). I contend this is particularly 
true of the performing arts, bound up as they are in the live and temporal. 
 
This investigation is focussed on the aesthetic and will therefore elucidate and advance praxis 
via creative practice (which leads the investigation) and intertwined theory. Certain elements 
of the methodology evolved, advanced or were redesigned in response to the creative 
practice. These shifts and changes can be found in the account of each project. This section 
describes the methods as they informed the commencement of the investigation. 
 
Working in the qualitative field of performance as research, the research methods proposed 
for this study are Practice-Led. They draw from Nelson’s triangular model of Performance as 
Research (2006) a dynamic methodological triangle where and the ‘conceptual framework’ 
operate in conjunction and mutual influence where “the product [the performance] sits at the 
centre of the triangle.” (ibid, 113) 
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Robin Nelson (2006) ‘A Triangular Model of PaR’ in Performance Research Vol.11, No. 4, 105-116 
 
Praxis 
The relationship between theory and practice that shapes this study is best captured by the 
term praxis which Christopher McCullough (1998, n.p.) defines as ‘...practical work that does 
not claim an ideological neutrality, but seeks to theorise practice as praxis; that is, a practice 
that recognises its potential for change.”  In this relationship, “...theory can learn from 
practice as well as direct and inform it” (Harrington et al 2012, 463). This approach is, as 
Nelson (2006, 108) proposes, “Theory imbricated within practice”, in recognition of the 
layered, overlapping relationship of the two. In this manner, theory and practice are 
intimately related. This relationship is dynamic and tensile whether the creative practitioner 
chooses to investigate or expose the connection or not. 
 
Craig Gingrich-Philbrook acknowledges this tension “…as a demand to create knowledge 
(the epistemic) and a demand to create art (the aesthetic). While we need not see these 
demands as diametrically opposed, neither need we see them as synonymous” (in Spry,  105). 
Jeanette Winterson’s (1996, 165)  image of the artist being expected “to explain his or her 
work as though it were a perplexing
 
machine supplied without an instruction manual” is 
 
Dynamic model for: 
Mixed-mode research 
Mixed-mode practices 
‘theoretical practices’ 
Practitioner knowledge 
Tacit knowledge 
Embodied knowledge 
(Phenomenological) experience 
Know-how 
Critical reflection 
Practitioner ‘action research’ 
Explicit knowledge 
Location in a lineage 
Audience research 
Conceptual framework 
Traditional theoretical knowledge 
Cognitive-academic knowledge 
Spectatorship studies 
Know-that 
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salutary. The artwork certainly does represent knowledge in and of itself:  “It is about itself 
and if I could condense it into other words I should not have taken such care to choose the 
words I did” (ibid). Similarly, theatremaker Robert Lepage urges us to “…tell what can be 
told and try and clarify what drives us” (1999,  26). 
 
There are certain kinds of knowledge that can only be created and received aesthetically and 
that is why the examinable outputs of this research are balanced at 75% creative practice, and 
25% exegesis. However, as Carey observes, “value, it seems evident,  is not intrinsic in 
objects, but attributed to them by whoever is doing the valuing...But since they cannot be 
justified by reference to any fixed, transcendent standards, they must be justified, if at all, by 
rational explanation” (2005, xiv) .  
 
That ‘rational explanation’ has its place in the re-presentation of knowledge of this exegesis 
and is inherent in each of the four individual creative works, alone and in constellation. These 
four intermedial performances, represented here as script and video of live performance, 
augmented by recorded music, ‘tell what can be told’, and as artworks, retain an openness to 
multiple readings. They are clarified by the exegetical writing within them and around them, 
which will bring certain polyvalences up in the mix for closer audition.  
Capturing phenomena that exist in the sphere of live process and performances, domains that 
are naturally resistant to language-based inquiry and description, require a sensitive approach 
to the composition of methodology.  
 
  
53 
 
Praxis-led Research 
There is some knowledge that simply cannot be discovered utilizing anything other than 
processes that embrace the emergent quality of ‘coming to know’. A penny must be released 
and then fall in order to drop. Nelson asserts that “All creative work operates within - or 
reacts against – established discourses” (2006, 114). No artist (however idiosyncratic) 
operates from a position immune from theory, or the society it frames in its various ways. 
Peter Abbs says that 
...creativity can be understood as a kind of indivisible double engagement with the 
inner and the outer, with the psychosomatic and the cultural-historical...In the act of 
creation we thus see a complex interaction between a vertical and a horizontal axis; 
between the conscious and unconscious, between tradition and innovation. (1989, 22) 
This project’s methodology acknowledges this ‘indivisible double engagement’ and takes in 
the bigger conversations around its core of creative practice.  One of these overarching issues 
is the shift in emphasis towards the discourse of ‘performance’  
One of the defining features of the ‘performative turn’, is the “divide between those who 
address performance through a focus on the language and literatures on which it is often 
based and those who see the performance event itself as the key concern, and the text simply 
supportive of it” (Pavis 2013, 295). This investigation straddles this divide, investigating 
scripts, and using language to identify and represent findings, while recognising that there is 
much in the practice of music that is naturally resistant to language-based discourse.  
This investigation’s focus on intermediality means that the field under examination is 
unstable and necessarily context-specific. It acknowledges that emergent elements and 
artforms are likely to condition each other rather than be identifiable using solely external 
referents. The purpose of each of the creative works is to create an organic whole, and such 
creative processes are likely to be unpredictable, as are the signs, patterns and symbols which 
emerge from them.  
 
The principal symbolic construct used to gather and present the findings is a mixing console, 
an object familiar to most musicians. This analogy, devised a-posteriori, performs a symbolic 
function, simplifying complex signals and enabling certain features to be balanced 
emphasised, isolated and analysed. The meaning sought in this investigation is not limited to 
either practice or theory. It is designed to include and transform both through praxis.  
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Research Question  
This research is driven by the question ‘how can certain tensions inherent to intermediality be 
resolved in writing and performing of Composed Theatre?’ 
This raises a range attendant inquiries related to further defining the aesthetic qualities of 
composed theatre in instances where theatre may be musicalized, and music theatricalised, 
especially in situations where the live performance of songs is the focus. These questions 
held immediate significance for the creative works that are the generative force of the 
investigation, as well as more broadly applicable implications for the work of writers 
(playwright and composer) and performers of Composed Theatre. 
 
Approach to the creative practice 
This research is literally led by creative practice. The expansive program of four creative 
works was carefully designed to uncover the challenges presented by writing and performing 
intermediality in Composed Theatre. The researcher is also the project instigator and key 
artist working in roles of writer, composer and performer. This intimacy is a prime 
opportunity for creative processes to be observed from the inside. Naturally this subjectivity, 
combined with the scope and breadth of the multiple projects requires a careful approach to 
methodology and research design. 
 
Each of the creative projects had its own distinct, self-possessed process from concept, 
through creative development, writing, rehearsal, performance, documentation and reflection. 
Drawing from Rebstock and Roesner’s characterisation of Composed Theatre (2012, 11), 
some had as their starting point a ‘musicalisation of theatre’, some a ‘theatricalisation of 
music’, and some were deliberately left unresolved. 
 
The iterative approach built into this program of investigation reflects the natural movement 
of creative practice, as well as production processes.  A script is drafted, reflected upon, and 
then redrafted. Elements of a creative development are re-considered, re-built and reiterated 
in production. Words and music dance, and it’s not always clear (indeed, it’s preferable when 
working intermedially, to be unsure of) which is leading the dance. Reflection on and in 
action can reveal the steps, so the next time the dance can be better. Freeman describes this 
methodological approach as being characteristic of practice-led research:  
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This involves systematic reflection as a means of developing practical investigations 
in situ, rather than merely reading the work in its entirety upon conclusion. An 
iterative working process, therefore, in which problems are identified and re-worked 
(if not always resolved) is almost always a central part of a practice-based 
researcher’s methodology, insofar as it takes an intrinsically heuristic approach to the 
value of failures as well as successes. In this way all work becomes work in 
progress(2010, 68). 
Brief accounts of the development of each project will be structured around key features of 
the investigation that shaped each of the shows,  or emerged as throughlines. This will 
reference both scripted and performed aspects of the work, hyperlinked to online video where 
relevant. Short video overviews of the development of each project are included as 
appendices. 
 
Moments where intermediality was faulty, malfunctioning or broken also form a component 
of the analysis, because it is when things are broken or dissasembled that you find out how 
they are made, and when their essential qualities may be revealed. This search for essential 
qualities isn’t purely focussed on creative products. It delves deeply into personal creative 
processes and as such requires careful examination through reflective practice. 
 
Reflective Practice and Autoethnography  
Reflective practice, at the most basic and advanced levels, is “the key to moving forward as 
practitioners” (Jasper 2003, 3). This was a key element of the research methodology.  As well 
as capturing elements of the creative process as they occur, journalling also fed back into the 
same creative works. Donald Schon’s assertion related to reflective practice, was 
foundational for this research. When  
the situation is complex and uncertain… there is a problem in finding the problem. 
Because each practitioner treats his case as unique, he cannot deal with it by applying 
standard theories or techniques, (1995, 10)  
 
It may be natural for any artist to reflect, and perhaps generate internal documentation or 
journalling as a work develops: however, the employment of autoethnography as a mode of 
reflecting in (and on) action is a more deliberate and complicated endeavour, designed to 
capture and influence phenomena that are elusive: the relationship between identity and 
artistic practice.  
Denzin and Lincoln define autoethnography broadly, initially quoting Jackson in saying that  
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Usually the author of an evocative narrative writes in the first person, making herself 
the object of research and thus breaching the conventional separation of researcher 
and subjects” (Jackson, 1989). The story often focuses on a single case and thus 
breaches the traditional concerns of research from generalisation across cases to 
generalisation within a case. He quotes Gregory Bateson, who says, “…you are partly 
blown by the winds of reality and partly an artist creating a composite out of the inner 
and outer events"…In short, the goal is to extend ethnography to “include the heart, 
the autobiographical, and the artistic text (2000, 744). 
This autoethnography, in the form of private journals and public blogging structured around 
the emergence of the four projects also capture my past (and therefore position my present) 
practice. Some were written ‘in role’, commenting on performance personae in operation 
within the study, ‘from the outside’. At times audio or video documentation of performance 
onstage or in rehearsal was captured, illuminated by commentary and analysis. In this way 
the autoethnographic elements of the methodology looped back into the creative practice in a 
cycle of mutual influence.  
 
The spirit of each of these creative works is not in fulfilling a completely closed, and pre-
determined outcome, but rather to allow for experimentation, collaboration, and intermedial 
exchange to qualitatively change the works. Therefore autoethnographic journaling is built 
into the methodology to capture this state of ‘coming to know’, which Sawyer (1999, 12) 
says draws on Mead’s definition of the emergent, which 
when it appears is often found to follow from the past, but before it appears, it does 
not, by definition, follow from the past.’ Mead was commenting on the contingency 
of improvisational interaction: although a retrospective examination reveals a 
coherent interaction, at each moment a performer has a huge range of creative 
options, any of which could result in a radically different performance. 
Autoethnographic writing was a valuable source in tracking significant turning points or 
changes in the unpredictable development of creative ideas, in lending verisimilitude to 
evocations of creative process, or sounding out mutable elements of the creative work in 
performance. These elements are most usually silenced once the house lights go down and 
the curtain goes up.  
 
Tacit or Tacet? 
Practice-led methodologies, according to Julie Robson, offer systems “…wherein tacit 
understandings, inferred practices and theoretical assumptions can be made explicit and can 
in turn be queried and contested (in Mercer et al 2012, 2). Tacit practitioner knowledge also 
sits at the apex of Nelson’s triangular model which has shaped this methodology. Polanyi’s 
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concept of tacit knowledge is “commonly defined as knowledge that is not systematised or 
knowledge that is not easily expressed” (in La Duke, 2005). These kinds of instinctual 
‘knowings’ are often ascribed to knowledge gathered and revealed in creative practice, and it 
seems natural (especially in non-verbal artforms such as music) that we should “inevitably 
know more than we can say” (Polanyi in Given, 2008) 
 
Surfacing tacit knowledge for a particular project is a key task for the writer of performance: 
the knowledge is bound by the parameters of the project, of course, but there is something 
symbolic in the creation of a text that is designed to be discarded: text that is destined to be 
spoken, sung or staged as images rather than read on the page.  Though it may inform a 
performance, scripts are generally designed to be disposable. 
The lines a writer creates enable artists and audience to read between the lines. If the work of 
the writer extends back to the conceptualizing and proposal writing that enables projects to be 
realized (as my work often has) then the work of the writer is principally describing things 
that do not yet exist; as if they do. This process lends, as Eco would have it, form to 
indeterminacy. (1997, 23) 
 
The knowledge embedded in a performance tends not to advertise itself as knowledge per se. 
It is quietened in the service of the performance itself.  Behind the scenes, when a work is in 
development or rehearsal, this unarticulated knowledge is captured in order to be given 
further shape and complexity by an aesthetic collaboration. I contend that much knowledge in 
creative practice is not so much tacit, but tacet. 
The term ‘tacet’ is Latin for “it is silent”, an instruction indicating, often on sheet music, that 
a voice or instrument does not sound. Some unarticulated knowledge generated by creative 
practice, that could be called tacit knowledge (that is understood but not stated) is actually 
tacet: unvoiced for a reason. 
 
Sometimes this incomplete knowledge is deliberately incorporated into a work, and 
sometimes it may be inadvertent. Umberto Eco in considering the nature of the open work, 
suggests that “…perhaps we are in a position to state that for these works of art an incomplete 
knowledge of the system is in fact an essential feature in its formulation” (1989, 15). 
 
Sometimes these unplayed notes, rests or lacunae are to do with a separation between artistic 
process and product that has its corollary in the private and public domains. Artists like to 
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keep things to themselves; not everything they do in a process is interesting, and in addition, 
audiences don’t want everything explained. All that is implicit in an artwork, especially one 
with music at its core, is where much of its value inheres. Like silence, which as the 
childhood riddle would have it, ‘disappears the moment you say its name’. This ‘naming’ is 
particularly resonant when it comes to the capturing the performativity of music in research 
contexts. 
Glover and Young suggest that when it comes to music, there 
may be a sense that talking somehow diminishes the experience, that the music itself 
is what matters, or that there is much in music which simply cannot be said. Such 
feelings relate to our sensitivity to music and to a valuing of the musical experience, 
in the moment, as being importantly beyond words. We should hold on to this (1998, 
24). 
Capturing and making tacit knowledge explicit is naturally an important factor to consider 
when creative practice meets qualitative research, a defining feature of this investigation. Its 
presence was pervasive. As the critical interacted with the creative, as instinct combined with 
inquiry, it became increasingly clear that I held practitioner knowledge that was not so much 
tacit but tacet.  This exegesis is an opportunity to play in and sound out some of these 
silences.  The selected methods of data collection responding to this methodology operate in 
constellation around the four creative works. 
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Methods of Data collection  
Nelson’s “Practitioner Knowledge, Critical Reflection and Conceptual Framework” surround 
and scaffold the creative work driving the investigation. The data was collected using 
principal and ancillary methods, including theoretical research,  reflective journaling,  
blogging,  generation and progressive analysis of draft materials, interviews,  performances, 
photography, videography and transcriptions of performances, audio recordings and digital 
ephemera such as working documents,  setlists and correspondence,  all used with 
permission.  Ethical clearance for this research has been sought and granted at the level of 
low or negligible risk (approval number 1400000176). Any still or moving images, sounds or 
interviews utilised in this document are sourced and used with permission. More details of 
each data collection method follow. 
 
Ongoing theoretical research was more than a platform or background to the creative 
practice. At times theory influenced the artistic process and product both in large scale 
(Attachment theory’s influence on the concept of Bear with Me) and small scale (the 
incorporation of a phrase from Goffman in the lyrics of a song) 
 
Reflective Practice in the mode of autoethnographic writing is a key feature of data 
generation, collection and analysis. Journalling conducted from February 2012 until August 
2014 was designed to capture creative processes at their most intimate and messy. 
 
Blog Some of the material grown in this journal was cleaned up, edited and migrated to the 
public blog lifeinthelongtail.com which included reflections on my past theatre and music 
practice as well as the practice led elements. These blog entries were designed to balance 
accessibility with an autoethnographic function that would enable me to closely examine my 
position as a creative practitioner and researcher. 
Comprised of 60 posts, over 60,000 words, from January 2013 to October 2014, the blog’s 
topics covered the writing and performance of 13 original theatrical productions and funded 
creative developments, 9 musical ensembles, the creation of original songs and soundtracks, 
and commentary on a range of topics related to music and performance. 
Importantly lifeinthelongtail was a useful funnel for the data I was collecting during the 
creative practice projects nominated for this study. Incorporating audio, vision and text, it 
forced me to shape rough notes or scrappy, complicated project histories into relatively short, 
engaging pieces that would make sense to the uninitiated. While working on the projects 
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nominated for this research I created mini-documentaries on video, embedded into these blog 
posts that offered insight into creative processes that were happening in the now.  
 
Draft materials such as setlists, scripts, lyrics and demonstration recordings (demos) are a 
natural site for the recording of each project’s evolution, and these were collected, filed and 
referred to as a natural part of the creative process. The iterative ‘loop’ of writing, printing, 
hand-annotation and re-drafting was a generative cycle for all the creative works. 
 
Interviews were conducted with key creative collaborators during and after the projects. 
Partly structured, they covered topics related to the making of the works such as approaches 
to composition, direction and technical realisation, as well as responses to the driving themes 
of the research. 
 
Final draft scripts (included with this exegesis) are the apex of the work of the writer, and 
important points for observation, analysis and examination of artist intentionality. Scripts for 
each of the four projects are included as creative works for examination. Though preceded by 
many other drafts, these most closely resemble the performances, and will provide a sense of 
the works as ‘paged’, as well as staged. 
‘Script’ is especially relevant when the writing shapes a performance which is non-verbal, 
(such as The Empty City) where the field of audience-generated sound on video may 
overwhelm and re-shape the onstage action (participatory action in Bear with Me) where a 
performance is intended to deliberately maintain an improvisational element (the ostensible 
‘folk-gig’ of Warmwaters) or where the structural architecture of a work is deliberately 
submerged (Gentlemen Songsters).  
These scripts also include song lyrics and a full articulation of the performance concept and 
other relevant information intended to orient the reader. This nest of concepts prefacing each 
script has proven a fertile matrix for paratext which (in compressed and  re-styled forms) can 
‘sell’ the work and the ideas behind it to stakeholders as varied as artistic collaborators, 
producers, arts funding organisations, press and marketing departments. 
 
Performances of each of the works in progress were significant markers in the creative 
practice. These were not purely culminative ‘showings’ but rather sites of live research where 
new material was generated as well as pre-determined material ‘tested’. Most relevant 
performances were recorded on video. As described elsewhere, this audio-visual ‘capture’ 
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extended beyond a purely archival function and in all four projects was actively used in the 
creative process. Given the study’s focus on the live embodiment of performance, the use of 
video is not intended to fully and ‘exclusively ‘capture performance. As Cohen (2012, 16) 
points out, its function as “...a medium of reproduction, destroys the aura of the live 
performance event as it disseminates the work”. Theatre looks terrible on video, and because 
it’s meant to be experienced live, and that’s the way it should be. 
With multiple productions extending over three years, it was impractical to invite 
examination of all four works in live performance. The materials submitted for examination 
are scripts and performance works on video. These are directly referred to in the exegesis 
with hyperlinks to online video as well as standing on their own as complete works. 
  
Transcription of performance emerged as a mode of capturing and reproducing some 
elements of Composed Theatre. Performances were planned, rehearsed, performed, videoed, 
transcribed, re-scripted, re-rehearsed and then re-performed in a loop that became a feature of 
the ‘theatricalisation’ of two of the projects. 
 
Audio Recordings While the musical content of each of the performances is embedded in the 
full-length video, a list of audio recordings representing the songs and score is included in the 
appendices. All have been independently released and are commercially available. At times 
the creative activities that occurred in recording studios (improvised or professional) had a 
direct impact on the development of the creative practice. Warmwaters, for instance began in 
2012 and (for the purposes of this study) ended in 2014 in the same recording studio. The 
score for The Empty City was created entirely in my home studio and that of my collaborator 
Brett Collery, for playback as pre-recorded sound, synced with video projection. This audio 
may give the reader the opportunity to experience the sounds being described in the scripts as 
‘music-alone’.  
 
Ancillary strands of data collection include critical feedback and reviews and, paratext such 
as program notes, marketing materials and social media grabs which are in the public domain. 
To some extent the writing around a show is almost as important as the writing in it. Material 
privately collected with permission has included digital ephemera such as emails and realia 
such as setlists with hand-written annotations. These are referenced where used in the 
exegesis. All methods of data collection are marshalled in support and analysis of the four 
creative works at the heart of the investigation. 
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Practice-led Creative Projects 
This practice-led investigation into the writing and performance of intermediality in 
Composed Theatre is led by four creative projects, all designed to have public outcomes in 
venues designated for music or theatre or both.  
 
Three of the creative works are presented by performance personae. Especially given the 
presence of ukulele in these shows, the casual observer might surmise resonances with 
comedy traditions of the British music hall or stage (such as George Formby) , quirky loons 
like Tiny Tim, or perhaps more modern figures such as the writer/performers like Tim 
Minchin or  Flight of the Conchords. None of these influences has been directly channelled 
into the performances. 
 
Two of the creative works involve screen as intermedia, drawing not only on the 
contemporary availability of affordable technology that facilitates its inclusion, but also on 
archetypal intermedial works of the postmodern stage such as the large-scale work of Robert 
Lepage,  Robert Wilson and smaller-scale gems like Gruppe 38’s intimate Hansel and Gretel.  
 
All of the creative works have music and compositional thinking at their centre, drawing 
inspiration from many sources (Theatrical and Musical), finding kinship with practitioners of 
Composed Theatre such as Heiner Goebbels, who will always ‘avoid the hierarchy of the 
elements, how they are used in conventional theatre.’ (in Tusa,  2005, 148) thus engaging 
with the avant-garde while maintaining a deceptively simple accessibility; balancing the 
refined and the rough.  
 
Two of the shows are for adults and two are for families. There are some differences to be 
observed between these audiences but no general distinctions are made between the between 
the two audiences in this study. The projects have been designed to allow musicalisation or 
theatricalisation and are deliberately envisaged as having different properties of scale, 
modularity and intermediality. 
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Schematic  map of  creative works indicating relative theatricalisation or musicalisation. Please refer to animated video ‘The Mixing 
Console: short animation of central analogy’ in Creative Works 
These projects are partly collaborative, though I am solely responsible for the written 
components (script and lyrics) and much of the musical composition included in this study, 
plus a range of other elements. Full credits and names and roles of collaborators are included 
in the scripts. I value the commitment, surprise and innovation that creative collaboration 
offers alongside the personal relationships which cannot be discounted in any creative 
endeavour. 
 
The four creative projects described below were selected for their potential to address the 
research question. All involved writing and performing, music and theatre in intermedial 
relationship and had potentialities as research sites in which to more closely examine the 
properties and dynamics of Composed Theatre. Each project, while it had the inherent 
capacity to evolve appropriate to creative practice, had a ‘direction of travel’ or rather a 
‘direction of transformation’ from one ‘commanding form’ (Langer 1953, 314) towards 
another. From a principally musical performance to a significantly more theatrical one 
(Theatricalisation) and vice-versa (Musicalisation) 
 
A brief introduction to each of the projects follows, offering rationale, precis, chronology, 
and key stages of development. Please refer to the video overviews in the appendices for a 
more colourful (and musical) account of each project. The mixer ‘settings’ for each project 
were arrived at when the projects were completed, and are indicative rather than definitive.  
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The Empty City 
 
Introducing Tom (Tom Oliver) in The Empty City, Brisbane Powerhouse, June 2013 
Photo Luke Monsour 
The Empty City is a large scale intermedial performance incorporating multiple screens, 
animation, pre-recorded original music and a single live performer in a non-verbal adaptation 
of the picture book of the same name (Hachette, 2007) which I authored with illustrator 
Jonathon Oxlade.  It is designed as a festival piece, for performance in large theatrical 
venues.  
As author of the source text and adaptation, the show presented the opportunity to experiment 
with musicalisation in literary as well as live forms. It also presented a distinct challenge for 
any composer as it required its music to lead and carry narrative, rather than support it.  
 
The Empty City (2012-13) ‘settings’ video still: Megarrity 
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The research takes in the latter stages of The Empty City’s development and presentation as a 
finalist in the Queensland Theatre Company’s ‘Queensland Premier’s Drama Award’ in 
2012, its subsequent production at the Brisbane Powerhouse in June 2013 and tour to the 
Awesome Festival in Perth, Western Australia on October of the same year. Reviews often 
mentioned the musical component of the show, with one suggesting that “The original 
score…takes centre stage” (Borhani, 2013) and another somewhat “…swept up in its 
repetition of sounds and images, like a Bach fugue” (Zampatti, 2013) 
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Bear with Me 
 
Lesley (Samuel Vincent) and Tyrone (David Megarrity) performing Bear with Me,  June 2012  
photo: Grant Heaton 
Bear with Me is ostensibly a concert presentation in which the act of playing songs is central. 
In fact it is small-scale intermedial performance incorporating theatre, music, participatory 
action, and projected animation in what appears to be a live music event: original songs about 
Teddy bears. The audience of children and adults, floor-seated in a scaled-down cabaret 
seating configuration, are arranged around cardboard boxes, which are later re-purposed by 
them according to the participatory action.  A two-hander, it was designed as a festival piece 
on a shoestring budget, for performance in studio spaces, listed as Theatre.  
 
Bear with Me (2012-15) ‘settings’ video still: Megarrity 
Performed by myself and Samuel Vincent’s personae of ‘Tyrone and Lesley’, the structure of 
Bear with Me began as a setlist of songs, which was expanded with new compositions and 
musicalised text through nine drafts. The project premiered at the Queensland Performing 
Arts Centre’s Out of the Box Festival in June 2012. It was subsequently re-worked and toured 
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to Perth’s Awesome Festival (2013), followed by performances at the Melbourne Recital 
Centre (2014) and the Adelaide Festival Centre (2015). Described as ‘a unique and adorable 
production’ (Parker, 2015) with ‘a charm that has you humming the tunes all the way home’ 
(Cooper, 2015), it contained ‘less performance and more experience, less listening and more 
singing, and less watching and more playing than most shows you’ll see.’ (Mulholland, 2015) 
 
A vital part of the process of making this show was re-drafting in response to what was 
learned during performance seasons, including one critical transformation which will 
conclude the analysis of creative practice in a comparison between two performance seasons, 
eighteen months and four thousand kilometres apart. The script and performance video 
included in this exegesis are from the re-written version which played at the State Theatre 
Centre of Western Australia in October 2013. 
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Gentlemen Songsters  
 
Lesley (Samuel Vincent) and Tyrone (DavidMegarrity) playing at the Regal Ballroom for the Melbourne Ukulele Festival, March 2013 
photo Joyclyn Vincent 
This project was initially envisaged as a compare and contrast proposition between two 
performances in music venues, a year apart, at the Melbourne Ukulele Festivals 2013 and 
2014. The covert intermedial incorporation of scripted, theatrical elements into an ostensibly 
musical performance was the initial focus. However, the opportunity arose to continue the 
creative practice towards a performance outcome at the Queensland Cabaret Festival at the 
Brisbane Powerhouse in June of 2014. This expanded project was titled ‘Gentlemen 
Songsters’ and enabled a refinement and honing of the event beyond what was initially 
planned. This involved two cycles of performance, videography, transcription, re-writing and 
re-performance. 
 
Gentlemen Songsters (2014) ‘settings’ video still: Megarrity 
Gentlemen Songsters is again performed by ‘Tyrone and Lesley’, performance personae of 
David Megarrity (lyricist/composer/performer/ukulele) and Samuel Vincent. 
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Warmwaters 
 
Introducing Luke Warmwater (David Megarrity) and Lena Warmwater (Bridget Boyle) peeking out from backstage at The Bearded Lady,  
West End,  Brisbane August 2014 photo Grant Heaton 
Warmwaters are a faux-folk act, presenting principally original songs framed as a male-
female duo of singer- songwriters: The duo of Lena Warmwater (Bridget Boyle) and Luke 
Warmwater (David Megarrity) was created ‘from the ground up’ in 2012, like Tyrone and 
Lesley their performances were designed to be modular, iterative and re-configured in 
duration or ‘feel’ according to the demands of each performance and its progressive 
development as an act.  
 
Warmwaters (2014) ‘settings’ video still: Megarrity 
The focus of the creative practice was to theatricalise music, building from a base of 
authentic, unsimulated musical activities familiar to most singer/songwriters. Other than the 
central conceit that the songs of Warmwaters enable dual readings (mostly of innuendo), the 
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project was envisaged as music-first, with songwriting, arrangement and rehearsal proceeding 
according to genuine musical, rather than theatrical considerations.   
Warmwaters made their debut in a recording studio, having been selected for the competitive 
‘Independent Music Project’ in 2012. This was then followed up by three performances at 
assorted music venues, of increasing complexity and duration. This process gradually 
expanded the group’s original repertoire and shaped the setlist which structured its 
Theatricalisation. All of the performances were captured on video.  
 
A key element of the creative methodology that emerged later in the process was to transcribe 
the video of the Warmwaters’ longest gig in order to capture it as written text and assess the 
pre-determined, and improvised, emergent qualities of the work in its live setting. This 
transcription described the musical, spoken and environmental elements of the performance 
in an effort to transfer the unique qualities of a musical presentation into a potentially 
theatrical setting. This live transcription formed the foundations for the script and 
performance included here as a creative work, a 50 minute show at the Brisbane Powerhouse 
described as ‘the surprise hit of the Queensland Cabaret Festival.’ (Coward, 2015) 
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Section 3 Analysis of Creative Practice  
 
 
“this is the part where he was playing with the musical plates in the crockery store”  
Grade 1 Verbal annotation to drawn/pictorial response to work in progress by ‘Caroline’ Jul 17th 2009 
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This section will now select certain critical incidents from the creative works in process and 
product (referencing the performances where possible by pointing to specific passages of 
script or video) in addition to theory, process notes from personal journaling and interviews 
with key creative collaborators conducted during and after creative processes.  In this way, 
practitioner knowledge, critical reflection and critical framework (Nelson, 2006) scaffold the 
creative practice. 
 
The purpose of this analysis is to draw out phenomena that exemplify the tensions between 
Compositional and Theatrical thinking, music and words, setlist and script and finally 
persona and character. The polyvalent play of these tensions defines the intermedial domain 
of Composed Theatre. This analysis aims to examine this phenomenon from the inside by 
pulling certain elements ‘up in the mix’ and necessarily silencing much else.  
 
The four scripts contain material outlining the concept and drivers for each work. The reader 
is invited to read these scripts, listen to the music and watch the video in conjunction with 
this analysis, or in whatever way they choose. This portion of the exegesis is designed,  like 
‘patter’ to stage a ‘way in’ to the creative works as they reach for qualities of Composed 
Theatre through intermedial processes of musicalisation and theatricalisation.  
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Compositional thinking <> Theatrical Thinking 
 
 
Composing for The Empty City 
Performing the dual role of writer and composer on this work led to an intertwinement of the 
composition of both text and music for performance.  The creative development of the 
performance was set up as an intermedial process, conducive to music being a very active 
player, indeed, frequently a leader in the creation of mise en scene comprising live action, 
animation and music.  Director David Fenton referred to music in an interview as a “life 
saver” and “the glue” that held things together as the work was forming:   
Sometimes on the music, sometimes around the music, sometimes departing from the 
music, but always using it (Interview June 2013). 
The methodology for composition was also ‘music-first’: over the four years the work was in 
development, I composed around 50 pieces  of music of up to three minutes of duration, built 
up in loops and layers. I cannot read or write music notation, therefore the scoring was done 
by ear, and to some extent was performative in its execution. I had to be able to devise and 
sustain a performance of each ‘layer’, which was then recorded and mixed acoustically.  
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I also chose to limit the sonic palette to mainly acoustic instrumentation; partly because that 
was the kind of equipment I had to hand, but also chose the ukulele as the lead instrument, 
because it sounded “bright and lonely” (Journal Entry June 15 2013) two qualities I also 
ascribed to the protagonist of the work. I was interested in utilising the natural resonances 
after a note had been struck to evoke the empty urban spaces of the story. These found their 
form in the use of actual, treated and sampled piano, digitally recorded ‘found’ sounds in 
addition to production techniques such as reverb which flowed back into compositional 
processes. Composition and recording were often the same act. 
 
The creation of this sprawling musical matrix was informed by a range of factors: firstly I 
was determined not to utilize clichés of cinematic music, unless it was for ironic purposes. 
Each tune had to have its own life: to be able to stand on its own, however briefly, as ‘music 
alone’ (Kivy, 2002).  
 
I also wanted to incubate the tunes and have them hatch, fly and roost where they pleased, 
rather than breed them in the captivity (as it were) of having to serve a new story, which was 
still emerging as the picture book was adapted. I deliberately set up this compositional 
methodology so the narrative could inform the placement of these compositions (essentially 
dictating a ‘setlist’ of the pre-composed music) but it could not exclusively determine their 
musical nature. In this way the creation of the soundtrack began with compositional, rather 
than theatrical thinking. 
 
Muzak and music: scenes 
It’s easy to imagine a scenario where a show needs a ‘sad tune’ so one is written to order. 
Goehr (1997 in Delige 2006, 15) sums up this approach as ‘composing backwards’, a process 
in which “…you start with an intended effect and work backwards from that to the musical 
materials and organization through which it might be achieved”. Goehr calls this “muzak”.  I 
knew I didn’t want to compose The Empty City’s soundtrack like this. Delige suggests this 
‘muzak’ approach is in opposition to “…music, where you work forwards from the 
combination of musical materials to aesthetic effects that perhaps could not otherwise have 
been envisaged.” (ibid)   Taking a position of refusal in relation to the clichés of cinematic 
compositions is a bold move, bound to frustrate traditional expectations of the function of 
music in narrative. It meant that elements of leitmotif, when they did arrive, emerged 
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naturally from within the music, rather than being premeditated or superimposed from 
outside each composition.  
 
The very first piece of music I composed for the show was eventually used in the opening 
scenes (SC 2-12,  pp5-10, Video 1:29-7:38) which describe Tom and his Mum’s journey 
from home, through the city on foot,  past lots of stores and into the large department store 
that’s their initial destination. In an early iteration, this sequence was soundtracked with only 
this piece of music (The Busy City). David Fenton, commented about 
“...how it took off,  with that one piece of beautiful music…we sped past a whole 
stack of locations very quickly…and that’s not necessarily good storytelling or good 
dramaturgically for the work,  but what was interesting about it was its sheer 
momentum,  its sheer push-through” (interview 12 Sept 2014) 
 
Ironically, given the protagonist’s journey into post-modern retail spaces, as a composer I 
found that the mise en scene genuinely needed some muzak to be created: the genres of music 
used in commercial spaces that are supposedly conducive to consumer experience. However, 
I saw this cueing system (music as geographical and narrative signpost) as an opportunity for 
music to perform symbolically.   As the protagonist passes each of the ‘shops’ in the city in 
the first act, each of the spaces advertises itself with music.  
 
The cliché here is that this kind of ‘elevator music’ is bland and cheesy, and to quickly evoke 
a range of different locations onstage in TEC, I created a few original pieces of muzak 
specifically for this purpose. As the boy and his parent march past these stores, each blares 
out its own soundtrack, like a huge bird in a forest, squawking its presence and identity.  The 
twist is that when TOM actually enters the deserted stores in the second act, we ‘go inside’ 
the music as well, and musical layers fall away. An upbeat reggae tune goes dub. The latin 
percussion of department-store muzak dissipates, leaving only gentle, lonesome wefts.  
 
As the show developed, I composed music for each one of these spaces/scenes, in the 
knowledge that they would recur as musical and visual motifs. It was a distinct challenge to 
compile all these separate ‘songs’ into one set-piece for the opening sequence which had 
worked so well with just one piece of music. I incorporated these new ‘store’ tunes into ‘The 
Busy City’ and took great care to make transitions between each of the spaces smooth and 
musical (rather than using the sonic convenience of a fade in/out).  However, this 
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‘compilation’ of compositions, which I referred to as a ‘medley’ in my journal  (Jun 7 2013) 
while it established key locations, had the unintended effect of lessening the ‘momentum’ 
that Fenton had referred to: 
There was a lot of musical resolution, and this is classic for any dramatic piece, we 
had to set up rules, and we had to set up musical themes.. So it’s kind of a swings and 
roundabouts thing… what you gain dramaturgically you lose somehow with regards 
to kind of flow and momentum of the piece. (Fenton interview 12 Sept 2014 3:15) 
At the time I had a strong sense that the music was being bent out of shape by the 
requirements of the emerging production, but a lack of time and resources meant that there 
was little opportunity to cogitate and recalibrate the intermedial relationship between music, 
image and action at this point in the narrative. Music was more easily adjusted than the video 
animation, so the rhythms of this opening sequence settled where they landed as all the 
elements were synchronised and ‘fixed’. This embedded musical setup, complication and 
consequent loss of momentum in the opening sequence had implications for later in the 
performance. The fullest expressions of the compositional and theatrical elements were 
diverging, rather than converging. 
 
Compositional thinking in intermedial playwriting: The Empty City and Mise-en-
Abyme  
While I was working as a composer to make the music, I was also working as a playwright to 
develop the adaptation as a script, which is soaked in references to musical and sonic states. I 
had already framed this adaptation as an almost complete reinvention of its picture-book 
hypotext. The symbolic order was already formed in its broadest sense but obviously the 
move into temporality and visuality demanded by performance requires a significant 
advancement in terms of how symbols are built,  recur and respond to one another. This 
meant that there were sequences invented for the performance that did not appear in the book. 
 
As the non-verbal, episodic script developed across a familiar three-act structure of ordinary 
world to extraordinary world to return, I became concerned with lending the action and vision 
of the work (described in the text) with a structural quality of mise en abyme.  
Mise en abyme literally means “placed into the abyss”, and is a formal technique used in a 
range of artforms in which an image contains a smaller facsimile of itself . Mc Hale proposes 
two key qualities of this phenomenon: 
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candidates for mise-en-abyme status must satisfy two criteria. First, there must be a 
demonstrable relation of analogy between the part en abyme and the whole, or some 
substantial and salient aspect of that whole… In addition, the candidate must meet the 
criterion of "secondariness": the part en abyme must be inset one or more levels 
"down" or "in" from the primary world. It must constitute, or belong to, a secondary 
world, ontologically subordinated to the primary one. (2006, 176) 
In the context of The Empty City, the protagonist, Tom, is dragged through a busy city on a 
shopping trip, dwarfed by his surroundings. He’s pulled past a toy store where a create-your-
own ‘City Kit’ is prominently advertised. Once he returns to the store, he uses the City Kit to 
build his own city, which visually and aurally re-presents elements of the narrative he has 
journeyed through. He then ‘dwarfs’ the city himself. 
 
This scaling down performs in the mode of classical leitmotif. The sounds from the populated 
city, the empty city, and the soundtrack that the protagonist has ‘self-composed’ are all 
revisited in this sequence. The compositional connection with narrative lends the function of 
music a depth which performs symbolically in a ‘nested’ or ‘concentric’ series of sounds, 
images and actions corresponding to this pattern of mise-en-abyme, a structure which I was 
later surprised to note that Rebstock and Roesner (2012, 356) say has a distinct affinity with 
Composed Theatre. 
 
The Empty City called for the creation of new music destined for an intermedial 
performance. The adaptation from page to performance entailed constant change and 
development: the music-first, compositional methodology enabled music to be performed as 
both instigator and respondent in this a process characterised by development, constant 
change and mutual influence between artforms. Sometimes a scene would tell a song what it 
needed, and sometimes the song would shape the scene. More often than not the iterative 
process of development saw multiple exchanges of agency and command between music and 
theatre, and resulted in the composition of music-driven action sequences which delighted 
our audiences such as ‘Crockery’, described later. Unharnessed by language and open to 
rhythms of movement and visuality, The Empty City was full of music. Musicalisation was 
not fully resolved however, in the climactic scenes set at the novelty store ‘Mr Crazy’s’ 
 
Mr Crazy’s: musicalisation problematised in playwriting and production 
Though combining live action, projected animation and music, The Empty City retained its 
essential ‘theatricality’. This analysis focuses on the interaction of compositional and 
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theatrical thinking in the climactic scenes 30-32 (Script pp 26-29 Video 25:13). This is a 
sequence that does not appear in the picture book and was therefore developed purely for 
performance. This was a complicated sequence that was a difficult and skilful technical 
realisation, but malfunctioned as a narrative turning point. This part of the performance 
(viewed separately from issues related to casting and performance style) is a therefore a 
useful section in which to observe the mutual interactions of playwriting and compositional 
processes. In this crucial instance, musicalisation and theatricalisation pulled in opposite 
directions and yet did not coalesce into a satisfying dramatic climax in the product. 
 
In these scenes TOM finally reaches Mr Crazy’s, the toy store he was enticed by (and 
dragged past) within minutes of entering the city. He experiments with the sounds that are set 
off when crossing the threshold, and plays with the toys in the store. Hearing the promotional 
video that’s been enticing him like a siren through his journey, he discovers the City Kit, the 
toy he most desires, and constructs it.  
 
When he began this day a city stood taller than him. Now he stands taller than the city.  He 
investigates its functions, and discovers (through sound) that it is a miniature version of the 
city he has journeyed through. When he finds a small version of himself embedded in the toy, 
his realisation is complete. He has played with the city, now it will play with him. The City 
Kit becomes animated, and commands the toys of the store to attack TOM. At first he is 
afraid and panicky. With increasing resolve, he turns the city kit’s minions against it, using 
the power of play. The City Kit is destroyed, and TOM must make his way back to where he 
was first lost. 
 
On the page, this sequence represents an aural and visual musicalisation of the performance’s 
established symbols and codes. As scripted, Scenes 30-32 present the structural apex of the 
mise-en-abyme convention, where signs and symbols planted along the journey reproduce 
themselves in smaller versions, pointing to the freedom and limitations of the protagonist’s 
creativity and imagination.  TOM plays with sound, composing as he enters the space. The 
City Kit and other toys identify themselves with an established sonic signals and projected 
images. Once constructed, the City Kit re-presents elements of TOM’s journey sonically and 
visually. This recurrence brings dread to the daydreamer. The city was watching him. Its 
implacable power, on a deeper level, represents the MOTHER, in whose city he is also 
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effectively trapped. The Mr Crazy’s becomes a nightmare until TOM finds the courage to 
play his way out of trouble.  
 
While it reads broadly in performance as the script intended, this sequence didn’t function at 
all well as a dramatic climax. When, in late rehearsals, I heard the director ask the video artist 
for ‘more explosions’, it dawned on me that it was a lost cause. Severe limitations of budget 
and time meant that the robotic nemesis didn’t actually arrive until the day before the show 
opened, and at one stage caught on fire during a performance. These real-life production 
dramas possessed all the tension and stakes that the onstage action struggled to achieve. 
Though director David Fenton laboured to make the scene work, its failure to thrive had its 
seeds in the script’s musicalisation of what needed to be not just ‘theatrical’ (relying on the 
interaction of scenic,  performed and sonic elements) but a ‘dramatic’ fusion and escalation 
of the themes, narrative and character journey.  
I think it is a combination of dramatically not really having found that moment and 
articulated it really strongly in the action. Theatrically it’s very busy and very bitty 
because it’s a major synthesis, and musically and sound-wise a major synthesis of a 
lot of tropes. There is a sense that you get spectacle but you don’t somehow get the 
pay-off. (Interview with David Fenton12 Sept 2014)  
The musicality of The Empty City was well established in its first act. Without influence of 
the spoken word, sound, vision, projected image and physical performance led us through the 
urban landscape. Text is present, but only via the ‘voices of the city’. It’s clear the 
protagonist is aurally focussed, imaginative and inclined to play the city like an instrument. 
The act of playful composition has been a behavioural motif as he journeys through the city,  
at first with his mother,  and then alone. 
 
As the second act sequences progress he is free to enter and explore the spaces he was 
previously dragged past. Each of these scenes is somewhat self-contained, and has its own 
musical character, but the sense of these acts ‘culminating’; inscribing a journey’s arc begins 
to dissipate. By the time TOM reaches Mr Crazy’s, the tension is diffuse, and tinted with 
despair. Though it’s in three acts, depicting a journey from an ordinary world into an 
extraordinary one, and the obligatory return, this is not a classic drama, driven by tension. 
Nor is it completely dreamlike and abstract. It’s something inbetween, and it’s weirdly 
unsatisfying.  
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Tom (Tom Oliver) in The Empty City, Brisbane Powerhouse,  June 2013 
Photo Luke Monsour 
 
The musical syntax is clear enough, but by the time the climax appears, the (wordless) song-
based methodology (described earlier) in which pre-existing music is curated into the scene,  
isn’t paying dramatic dividends. Motifs from the protagonist’s journey are recognisably 
reprised, but these are compiled layers or reprisals of sound, rather than a compositional 
solution that combines, interweaves and escalates conflicting themes musically. The ‘big 
reveal’ of the mise-en-abyme, where the child realises he is trapped in a dream of his own 
making - a journey through a city towards a miniature city - which in turn describes the 
journey itself, is too obscure.  
With no narration or spoken word, the audience’s access to the character’s inner world was 
only via the audio-visual syntax of the theatrical machine we’d built around the character,  
and of course the actor himself. We’d put a screen inbetween the audience and the character 
which enabled him to colourfully project his world (figuratively and literally) in large scale, 
but also made the possibility of true theatrical intimacy remote.  
It may have taken a writer with more skill than me to pull off this kind of literary 
musicalisation at a script level. Even if it was effective on the page, it may well have taken 
more time and resources than the production had at its disposal to translate it into 
81 
 
performance. The soundtrack of this three-scene climax were three pieces of instrumental 
music composed before the action had been devised, designed,  or even fully written.  
The intermedial ‘conversations’ between music and other media that had fruitfully occurred 
elsewhere in the piece as a result of this compositional methodology  were largely absent 
here,  to the detriment of the performance. The songs that soundtracked the climactic scenes 
only underscored the action, shaping but not enhancing it, firmly establishing mood without 
build or progression, going so far but no further.  
Leonard Bernstein, in discussing ‘what makes music dramatic’  claims this dynamic is 
generated in the works of Tchaikovsky for example) by contrasting compositional elements 
of ‘black against white, good against evil, day and night,  grief and joy’. He places this 
approach in opposition to the work exemplified by J.S. Bach, referring to the concept of 
‘argumentative’ compositional technique: ‘taking one subject and discussing it fully’ (1960, 
229). Clearly the soundtrack to The Empty City is far removed from the classical realm,  but 
the analogy can hold for this analysis of the show’s climactic sequence.  
A compositional tour-de force where musical tension is built via through-composed melodic 
expectation and thematic conflict (rather than layers of instrumentation) may have been the 
big ticket. A blinding, escalating Wagnerian intertwinement of the piece’s musical motifs 
may have enabled the song to save the scene. Both were beyond me.  My combined role as 
composer and writer uniquely privileges analysis through a deep intimacy with process and 
product. The same intimacy may deafen me to the true faults of this sequence. Compositional 
thinking drove some of the most successful sequences in the show. Theatrical thinking 
enabled them to be realised in a set of performance devices framed by a proscenium arch. 
Here at the climax,   however, neither approach is fully consummated. In this instance, it 
could be argued that the music was too prosaic, and the writing was more musicalised than 
the music.  
With The Empty City focussed on new non-verbal music, the investigation also encompassed 
another project whose components were pre-existing: a group of songs comprised of both 
music and lyrics. The process of ‘composition’ here shifts to the curation, sequencing and 
segueing of songs towards a potential narrative. 
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Composition in Gentlemen Songsters:  reflexivity and compositional thinking 
Gentlemen Songsters was a collection of songs that had each been composed as in a self-
contained, musical process intended for performance in music venues. The musical materials 
were presented by two musical personae with established and stable features. The songs were 
road-tested, sequenced into a setlist, and then a show, providing a performance structure and 
context for the compositions. The writing period that produced these songs saw our 
collaborative compositions not chasing a pre-conceived theatrical outcome or even musical 
genre but rather tending to dictate their own generative constraints as they emerged.  
 
As a lyricist I will often tend to write towards an idea, rather than beginning with a 
particularly firm premise or preconception. Once the idea has some shape on the page, which 
includes rhythmic elements, repetitions and rhyme structures, I’ll allow it to instruct me and 
to some extent, shape itself. Essentially I’m looking for something to stumble across. Samuel 
Vincent works similarly in composing music, often responding to lyrics, and I suspect this is 
an intrinsically compositional mode of thinking. The starting point contains elements that 
may inform a process of mutual exchange and influence but there’s not necessarily an end 
point in mind. Here Samuel indicates that his compositional process involves a range of 
choices from an open field: 
When I start off there are going to be several broad ones like key, meter, feel, length,  
then you get to smaller things like how many times you want a certain thing to 
happen,  or avoiding something happening,  which seems to be what I focus on most,  
not doing this or not doing that. (Samuel Vincent Interview Friday 12 September 
2014) 
Experimenting with performativity in my lyric writing, ‘Unaccompanied’ (Script Page 20, 
Video 37:59 CD Track 18) was a text about a musical (or personal) partnership ending in the 
moment of performance, intended, perhaps, to be sung unaccompanied. That key word: 
‘unaccompanied’ framed a series of images borne of the experience of suddenly being alone 
onstage, informed by a rhyme and rhythmic structure that emerged as I wrote. A very 
‘theatrical’ scenario in some ways: the ‘dramatic moment’ of one half of a partnership 
stepping out of the spotlight. When I was writing it I had the sense of its potential 
performativity: that this song could well ‘simultaneously realise what it designates’ (Mungen 
et al 2012).  I presented the lyric to Samuel with a group of others, and it immediately stood 
out to him. 
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…as soon as I saw that on the page. I think it was every little block had 
‘unaccompanied’  on the top,  and it’s such a mouthful, it’s got its own rhythm: un-
acc-omp-an-ied and I thought that immediately suggested a musical idea,  that that 
word would have a repeating motif. ‘It needs its own line’, I thought. You can’t shove 
it in with something else. It’s got five syllables. Just seeing it written down made an 
immediate impression on how the song would sound, the kind of vibe that it had. 
That’s sort of how I go through when I look at a lyric sheet without any preconceived 
notions of what the music’s going to be like. The words will suggest rhythms and it 
usually helps in the writing and structuring of stuff. (Samuel Vincent Interview Friday 
12 September 2014) 
The play of rhythm and suggestion, this lack of preconception, and openness to association 
characterised the writing of songs and setlists for Gentlemen Songsters and all the shows in 
music venues that preceded them, where the material was tested in front of audiences. The 
central performative act was the playing of songs. The way these songs were framed, 
sequenced and segued was more compositional than theatrical in nature and intent. This focus 
on the performance of songs being the spine of a potential show that led us to the Queensland 
Cabaret Festival. Though Cabaret is not a performance genre I specifically wanted to emulate 
or adopt, the event offered an opportunity to stage these songs in a show that was framed 
more theatrically than musically. 
 
Gentlemen Songsters : a theatricalisation of compositional processes 
As a jeweller may ‘set’ a gemstone in an arrangement where it is securely displayed and 
wearable, the artistic work in writing and performing this show was focussed on sorting and  
securing songs into sequences and patterns that best displayed their assets.  Gentlemen 
Songsters is essentially a theatricalisation of compositional processes: of both the songs, and 
the preparatory act of composing the show itself. In this way it bears out some of David 
Roesner’s theses about reflexivity and deep inquiry of form as a key characteristic of 
Composed Theatre. There was only one performance to a sold out crowd in June 2014. Some 
of the first words in the show immediately cast doubts on what kind of show it was: 
LESLEY plays music under.  
TYRONE: Thankyou for coming. Apparently this is cabaret. 
Tonight we will play songs. 
But in what order? And why? 
Shall we play you our greatest hits?  
Take you for a ride on our song cycle? 
Tell you our story of rags to…rags? 
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Actually… there’s no story here.  
Just songs. No story.  
Just us. Him and me. Us and you.  
No story. Just songs. 
(Gentlemen Songsters, Page 5; Video 3:16) 
 
Here, Tyrone offers the statement that ‘there’s ‘no story here, just songs’. These words are 
immediately undercut with options of alternative models for the night’s performance. In 
performance, Lesley seems to regard these flights of fancy with suspicion and doubt.   Each 
of these trajectories is pitched, then denied, and then they actually go on to perform them. 
This is a kind of ironic reflexivity. Our ‘hits’ are played. The Song Cycle has informed this 
structure, and a biographical anecdote is offered. In this way the patter is performative. In the 
act of telling us what they are not going to do (which turns out to be a lie) Tyrone speaks to 
frames of expectation: he is framing what they are going to do. 
 
In performance, the audience can see Tyrone and Lesley using setlists, taped to the stage at 
their feet. These are mentioned in the presentation, but inside the show, they’re very 
functional. The list of songs at my feet was augmented with notes related to the spoken patter. 
Sam’s had musical information related to keys and interstitial music. Various versions of 
these tattered song-lists were present throughout the three years this work was developed 
from the Melbourne Ukulele Festival gigs, through to Auckland, and all the gigs inbetween. 
We worked hard to create the show, yet it was not as ‘fixed’ as the more ‘theatrical’ Bear 
with Me. We knew what was going to happen but not down to the finest details. Immediately 
post performance, I observed that I felt the  
…show sliding around beneath us – that sense that we’re winging it enabled it to fly. 
Journal Entry June13 2014 
 
As a script and performance Gentlemen Songsters offers this research an exploration and 
outcome of the impact of compositional thinking on the subtlest of theatricalisatons. Music 
was the motivating force, and clearly the major component of the show. It wasn’t theatre, it 
was hardly classic cabaret, and certainly not just a collection of songs played in a row. It was 
something very deliberately in-between. It was a subtle form of Composed Theatre, in which 
the playing of songs was the generative force.  The process of composing, recording, writing, 
rehearsing and performing Gentlemen Songsters enabled an intimate, covert intermedial 
85 
 
examination and reformulation of a body of musical works created over a number of years 
into a performance approaching, but not quite a cabaret. 
 
‘Tyrone and Lesley’, as a pair of personae, had been developed haphazardly, and gradually 
over many years, in both theatrical and musical contexts. They essentially became a 
performance vehicle for the songwriting collaboration that Samuel and I had created, yet 
there is a dialogue between personae and song that this particular investigation needed to 
examine more closely.  
 
I chose to do this by inventing an entirely new pair of performance personae, in a new 
collaboration, focussed on the presentation of new songs, while at the same time,  pushing the 
‘theatrical’ element up in the mix. 
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Theatricalising Warmwaters 
 
Having experienced the emerging complexity of the other creative projects, I wanted one of 
the projects to be more blunt, obvious and crude. The idea of an egotistical folk duo who 
unwittingly sang songs about sex seemed to me as crude as it got, and an idea that I 
considered uncharacteristically mainstream. I didn’t want to send up any particular genre, 
though the worthy authenticity of the singer songwriter, which I’d had personal experience 
of, seemed as good a target as any. Before long I realised I was sending up the worst aspects 
of myself. Warmwaters began with an experiment in songwriting to see if it was possible to 
engage in a legitimate compositional process while servicing an ostensibly ‘theatrical’ 
premise. Shortly after the idea of the Warmwaters had been loosely devised, and the first 
songs had been written, the duo made their unexpected debut in a recording studio. This was 
followed by a three year period of writing and rehearsal interspersed with staged gigs of 
increasing length and complexity.   
As the concept gained clarity, the setlist consolidated and the musical performance personae 
gathered the qualities of theatrical characters. My initial aim for the group was to endow them 
with a sense of authenticity and subtlety that would enable them to play ‘real gigs’ such as a 
genuine songwriter’s circle, without pointing to the comedy at the heart of the idea. This 
sense of skilfully playing the unskilful is a hard tone to strike, and kept us working the 
stylistic seam of naturalism far longer than we expected.  We had agreed at the outset to keep 
it fun, engaging in a genuinely musical process, and not try to ‘end-game’ the theatrical 
outcome. To see where the songs would take us. 
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Luke Warmwater (David Megarrity) and Lena Warmwater (Bridget Boyle) playing live at The Bearded Lady,   
for the Brisbane Fringe Festival August 2014 
Photo Grant Heaton 
Bridget Boyle and I noticed in putting together each of the setlists that certain songs seemed 
to want to be adjacent or juxtaposed. This process of positioning gradually began to imply a 
narrative.  In performance, our genuine musical enjoyment gradually formalized into 
choreography. Our natural movements, borne on the authentic act of producing music via an 
instrument, or vocally,  seemed to be ‘asking’ to be shaped and stylized. Both of us had a 
sense that we could continue to work in a largely musical mode, but the performance,  while 
still being music-led,  needed to be taken to the next level.  
 
Rehearsed, then twice-performed and beyond, songs started developing into intermedial 
routines which combined choreographic, musical, spoken text and interpersonal behaviours. 
The concept that we were an ‘unsuccessful’ musical duo proved more difficult to realise than 
we imagined.  How ‘bad’ we should pretend to be was an ongoing site of discussion,  
particularly as we got better at what we were doing. Dettmar discusses Brecht’s use of 
amateur actors and how   
Through their awkward attempts at naturalistic acting, such unintentional bad actors 
created a crisis of representation that ultimately deconstructed representation itself: by 
revealing the constructedness of theatrical representation... Brecht tried to turn this 
mistake into a deliberate acting style, a professional amateurism that worked to 
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foreground the means of theatrical production and by extension the contingency and 
changeability of all social relationships(1999, 175)  . 
This kind of ‘professional amateurism’, and its inherent contradictions, was very much part 
of the development of Warmwaters. Many times in rehearsal, it was unclear whether we were 
‘acting’ or not, and Bridget and I frequently felt the need to clarify this for each other. 
Similarly, as we discovered that we were becoming quite proficient musically, it became less 
and less convincing for us to attempt genuine musical ineptitude. In our performances, our 
personae were unstable and shifting, because we tended to focus on the music in rehearsal, 
not how we were ‘putting over’ our songs. This disattention to framing meant that audiences 
didn’t really ‘know how to take us’. There would be no question as to our identities as 
professional performers: more a kind of ambivalence (in representation and reception) over 
what it was that we were trying to achieve. Goffman refers to two kinds of frame ambiguity 
which he classifies in two ways  
 one, where there is question as to what could possibly be going on; the other as to 
which one of two or more clearly possible things is going on. A difference between 
vagueness and uncertainty (1974, 302-3).  
While we were undecided, the process of theatricalising Warmwaters traversed a path from 
one type of ambiguity to another as the musical material, and the act of performing it took 
shape. Essentially there was a doubt about how long the act could sustain a deliberate and 
genuine state of vagueness, while we gradually learned more about what we were doing. 
There were things that happened in performance during this phase: musical accidents, 
discoveries, flubs and unplanned improvisations that I wanted to capture and feed back into 
the show. 
At this moment the methodology expanded to include transcription of gigs recorded on video: 
in this way the setlist (and all the physical, spoken and musical behaviours that attend it) 
could be captured, analysed and re-shaped as ‘script’. The findings we could only obtain by 
performing could be then absorbed back into the overarching project with some accuracy, and 
be a resource for reflection for Bridget and I’s collaboration.  
 
Warmwaters flooding out 
The longest gig the Warmwaters did was in a laneway adjoining a café on a very hot summer 
afternoon in Brisbane. The repertoire had expanded, in terms of original material as well as 
selected covers. The aims of the performance were to experiment with a few new routines, 
firm up inter-song patter (while maintaining an improvisational edge) and document the 
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proceedings on video for transcription into a scripted base for the further theatricalisation of 
the work.  
We attempted a couple of experiments that, if the desired outcome was audience enjoyment, 
failed dismally. We attempted a cover of R & J Stone’s ‘And We Do It’ (1976); a vintage pop 
duet that we thought was hilarious. It is, but not when we ‘did it’. These pop-culture 
references were too ‘knowing’ for an act like the Warmwaters to do, and in this case, far too 
obscure. They referred to a world outside the stage: an unintentional exposition which we 
never performed again. 
 
In another failed sequence, ‘Luke’ played a genuinely heart-felt rendition of Paul Simon’s 
‘Kathy’s Song’ (1965) while ‘Lena’ surreptitiously received and sent text messages. Again, 
this didn’t work, because it wasn’t well rehearsed as a set-piece and didn’t seem like 
something these characters would ‘actually do’. It seemed imposed. There were other failures 
during this gig that pushed our performance activity closer to performance art than 
entertainment. It’s genuinely uncomfortable to be the presenter of a gig that’s really not 
working. Fortunately we could reframe this as valuable data for us in developing the act.  As 
a performance duo, the strength of the music allowed us to take risks with ‘not being very 
good’. The collaboration in arranging and performing the music also enabled us to build 
confidence in each other as well as the music and theatrical approach. I found myself  
…encouraging Bridget to improvise on the music, she in turn is encouraging me to 
'go there' in terms of The Doors pastiche in the spoken word part of ship song... 
Journal entry October 30, 2013 
 
This is ‘Doors pastiche’ is a post-modern reference to Jim Morrison’s intoning of cathartic 
poetry over musical backing in songs like ‘The End’ (1967) which climaxes with Morrison 
screaming ‘mother I want to fuck you!’. I performed this line as a rehearsal prank on Bridget, 
to try to crack her up. It worked, so we incorporated it into the performance. This piece 
seemed to have potential. As a prelude to a song called ‘The Galleon Sails’, it’s an awkward 
little routine of ‘performance poetry’ that grew each time we attempted it. It seemed like 
exactly the kind of mawkish creativity that ‘Lena and Luke Warmwater’ would sincerely 
attempt.  
 
When we tried this in performance I found I was still shifting between a serious and straight-
faced demeanour and a state of ‘behaving myself’. That is, behaviours that clearly belonged 
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to me rather than a personae or character. Elsewhere in the performance I simply smiled when 
I was enjoying a song, or Bridget’s antics. This unsubmerged self served to blur the frames 
that we were intermittently establishing.  At times I was embarrassed watching the video 
footage, but sensed very strongly that with the material written, I needed to take my own 
performance a step further, that 
There’s a balance between the exuberance of playing music and the control of 
channelling it into something vaguely ‘dramatic’ where actions have consequences. 
Journal Entry Monday, 4 November 2013 
 
While these moments of ‘losing it’ did tend to happen when things were certainly under-
rehearsed, at the time I thought I was being unprofessional, or at least an unskilled performer. 
However, my inability to keep a straight face when I was performing Warmwaters pointed up 
my need to have one in the first place. Goffman would call this natural exuberance ‘flooding 
out’: instances when “an individual will capsize as an interactant…”  Examples of ‘flooding 
out’ in performance indicate where  
one deals with the limits of a frame, in particular the limits of its capacity to hold the 
actor in the transformation he is obliged to maintain.” (1974, 350) 
This long, sloppy, under-rehearsed gig, crowded with failed attempts, mistakes and 
‘floodings out’ was therefore pivotal in shaping the Warmwaters as an act, and my 
performance as ‘Luke’ within it. Goffman has observed similar dynamics elsewhere in the 
social fabric, and notes their significance, that  
in these jocularities a very subtle shift can occur: the individual begins to engage in 
stagelike behaviour and shifts from projecting a role to projecting a whole fictive 
personal identity”(1974, 353-4).  
These flubs were actually instrumental in plotting Luke Warmwater’s gradual transformation 
from guy with a hat, to performance persona, to character serving a dramatic structure.  
This need to stop ‘behaving myself’, and start behaving more definitively as ‘Luke’ came 
partly because the work was starting to demand much more from me in performance. Simply 
‘performing my identity as a musician’ (Frith 2006, 102) wasn’t going to cut it. Late in the 
process, I noted that 
 
I think we've pushed it as far as we can musically, you can feel it straining from the 
inside to be 'dramatised'. Journal Entry Monday, 4 November 2013 
 
This emerging sense of the need for the act to be ‘theatricalised’ intensified as we gained 
mastery over the musical materials, and the interstitial texts of spoken word and character 
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relationships demanded the same attention and labour that we’d applied to the songs. 
Drawing from what we’d learned in rehearsal and performance, I set to writing a script.  
 
Setlist to script: difficulty climaxing 
 
Switching roles from composer/performer to playwright, I transcribed the Shucked Lane gig 
from video into a script format. With action text, dialogue and song lyrics, this method 
captured some of the musical qualities of this over-long and seemingly unsuccessful gig.  I 
clarified the performance through the application of Goffman’s theatrical frames, weeded out 
the weaker material, and re-sequenced the performance, initially using the sonata form that I 
was using to create Gentlemen Songsters (which will be explored more fully on page 108.)   
 
But it didn’t work. How Luke and Lena would sequence the work, based on their 
understandings of the ‘themes’ of ‘their’ songs is likely to be very different to how I, 
personally would do it as a playwright. The establishment, dissolution and reconnection of 
their relationship between the characters became the focus. As I sought to deepen the 
narrative, I stepped out of the group, and began to treat ‘Luke and Lena’ as characters. As I 
considered how to best represent these events I realize I was shifting away from 
‘performance’ and closer to mimetic, naturalistic representation. 
 
Music, now established and featured, was pushed to the side as character relationship took 
precedence. How close can this pair can get to breaking up onstage during their gig? These 
events fell naturally into three ‘acts’ correlating to three broad questions: 
 
What are we here to do? 
How does it develop/get complicated? 
How will we bring it back?  
Journal Entry 15 April 2014 
 
For Gentlemen Songsters, the answers to all these questions would be ‘to play music’. For 
Warmwaters, this process these (essentially ‘dramatic’) questions naturally have structural 
implications for the fictional context we were developing: the ‘as-if’. I noted in my journal 
that in dealing with these questions I felt as though I was ‘straining towards the obvious’ 
(July 11, 2014) but my playwright’s instinct told me the project was only going to respond to 
theatrical thinking in the mode of the ‘dramatic’. The duo is there to play music, most likely 
in a music venue, so certain elements of the ‘theatrical’ frame are likely to be unavailable to 
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us, or at least out of our control. To truly ‘bring the idea home’ the script it must be 
formulated dramatically.  
 
The playwriting is now serving a story arc. The show is a show about a show going wrong. 
This is a tricky exercise for a writer, in that two trajectories must be plotted, even if only one 
appears. A device that draws on some of the theory I’ve been exploring assists: I call it the 
‘zones of performance’, and label them ‘backstage’, ‘on-mic’ and ‘off-mic’. These zones are 
described in more detail in the script’s preamble, but they’re related to Auslander/Frith’s 
‘three layers of the performer in popular music’ (2006a, 4). There’s also congruence with the 
show Lena and Luke Warmwater (separately) think they’re doing, and the show they’re 
actually doing. The ‘front’ that Luke (in particular) is presenting is crumbling. The way I’ve 
set this up, we needed to achieve this effect without a theatrical reliance on back-story. The 
balance of the ‘as if’ and the ‘what is’ is crucial at this point of the writing process and it’s 
hard to hold both at the same time.  
 
it’s not yet done,  but almost there: the ‘zones’ of performance/front has been a useful 
device – it takes in what is likely to be onstage,  and uses it well,  with both physical 
and conceptual dimensions,  with a flow- on effect into the drivers of dramatic 
tension. Journal entry July 26 2014 
 
Looking for a climax to the show, I return to music for the answer. At first I think a radical 
cover song, performed by Lena Warmwater might be a solution. On reflection I realize that to 
pull in a cover song for our climax relies on a post-modern flavoured ‘knowingness’ about 
the material that we’re adapting. It seems a cheap shot, and I’m well aware that we’ve ‘been 
there and done that’.  My journal entries from the time indicate a level of desperation in 
resolving an increasingly complicated set of fictional circumstances. 
 
I knew I had to bring it home, that is, write the third act. This is about framing each of 
the few songs left with a preceding exchange that draws on the tensions inherent in 
the situation, the physical environment and the task: that is, to perform songs and 
maintain a front. Journal entry July 27, 2014 
 
I’m very stuck on this problem. Ironically for a concept so soaked in innuendo, I realize the 
Warmwaters are having difficulty climaxing. My abilities as a playwright were challenged by 
this problem, which seems to require a dramatic, rather than musical solution. I returned to 
the setlist, but this time I didn’t use it as a device to solely sequence songs: it became a site of 
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contention for two competing versions of the ‘dramatic present moment’ that this ostensibly 
musical performance contains. One is Luke’s version of the show (and his identity) and the 
other is Lena’s. The setlist became a key prop in this increasingly complex narrative.  
 
The compromise I reach is to draw in The Galleon Sails, Warmwaters’ epic nautical ballad 
(introduced with ‘bad’ performance poetry) and shift it to this crucial point. This is a song 
that Lena wants to do, not Luke. She’s deviating from the setlist, and wanting to include 
‘movements’. Therefore what we’re attempting to stage is a kind of ‘frame breakage’ within 
the frame. When I raise it with Bridget, she concurs 
yes to that climax – that’s the major joke – they’re not what they think they are – so if 
the climax is Lena thinks she’s asking Luke to let go,  but what she’s saying is push 
out a stool,  then that’s the joke there in a nutshell – they’re trying to do something 
but it comes out wrong. Bridget Boyle (personal correspondence) August 1 2014 
The Warmwaters literally ‘create a scene’ out of a dispute over a song. The song has become 
a scene within a setlist that has become a symbol in the script, as well as informing its 
structure. The work is theatricalised, on the page at least. We were still grappling with the 
stylistic strictures of a quasi-naturalism: that these ‘characters’ and their interactions should 
be ‘believable’. I was outside my comfort zone as a performer, confronting once again my 
agnosticism about the machinery of acting. The performance has three acts and a climax.  
With the script complete, I secured Warmwaters a gig in the vaguely bohemian suburb of 
West End for the Brisbane Fringe Festival. It’s a shorter timeslot than we need, but an 
opportunity to try out key elements of the script, new elements we’ve discovered in this 
process of theatricalisation, albeit in a music venue. 
 
Final Performance at the Bearded Lady: ‘we’re asking masses from them’ 
 
The gig was not a successful attempt at covert intermediality. Both of us felt it wasn’t 
working, and were distracted by a knot of patrons talking up the back of the venue. 
Immediately after the performance I engaged Bridget in an informal interview that became a 
wide-ranging two-way conversation which broached the evolution and current status of 
Warmwaters as a performance, and raised issues that we’d not discussed before. Both of us 
felt that at times, the performance was still not satisfactory. But for different reasons. I had 
always approached the work in its preparation and rehearsal as a musician first, and had 
assumed that Bridget was doing the same. However, in the moment of performance, with the 
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act at its most ‘theatrical’ Bridget was operating from a different perspective: that of a 
comedian, where the relationship with the audience is paramount.  
 
Bridget: [for a comedian] if they’re talking during your set, it’s death. You’re dead. 
[…]we don’t want them to chat during our patter, or during our songs. 
David: I wasn’t too bothered,  I’ve got plenty of experience with that musically,  
because you can just go into the music – whereas with comedy, you’ve got no choice 
you need the audience to be there,  with you.  
Bridget: I tend to think that audiences are more forgiving of musicians… 
David: because there’s the music inbetween you and them...  
Bridget: ...the central joke is that [Warmwaters] are not what they think they are… 
but what they are is inadvertently funny, and inadvertently musically lovely at the 
same time  
(Bridget Boyle Interview August 17 2014) 
Musically the gig at The Bearded Lady saw Warmwaters the strongest they’d been musically. 
Even in this edited down iteration of the script, the deterioration of the relationship (depicted 
in onstage clues rather than dependent on the reveal of backstory) is roughly drawn, and 
there's a lot of emotional energy generated in the conflict that isn't fully captialised on in the 
sense of a theatrical climax and a denouement. There’s a lot of delicate interplay between 
artforms going on in this ostensibly crude vehicle. There is much for an audience to observe 
and enjoy in the framing and re-framing, but it was very much trapped in the representational 
mode of theatre and really needed to be simplified towards an unapologetic presentational 
style more suited to music. This entailed leaving the narrative of relationship breakdown 
behind, and utilising much broader brush strokes to greatly clarify the performance gestures 
that compose the show.  
 
The process of theatricalising Warmwaters through the utilisation of naturalistic characters 
and a recognisable story rendered through text and subtext, overall seemed to deplete the 
performance energy with which we’d launched the group, a simpler, more direct energy that 
emanated from the act’s musical foundations. Perhaps by covertly performing theatre in 
music venues, we were attempting to stage a frame breakage in an environment of frame 
ambiguity – reaching for an effect that was always destined to be diffuse. We established this 
with some resolve in this conversation, immediately after gig at The Bearded Lady: 
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Bridget: We’re actually asking masses from them: we’re asking them to listen to our 
patter, to go with the story, to enjoy the songs, to listen to the innuendo and the double 
meanings in the songs 
 
David: which you wouldn’t ordinarily expect to do in a music venue 
 
Bridget: absolutely 
 
David: but in a theatre venue you would 
 
Bridget: there you have it my friend. 
(Bridget Boyle Interview August 17 2014) 
 
The script and performance included here succeeds this performance, a final loop of 
performance, rewriting, rehearsal and re-rehearsal in which we firmly de-emphasised 
naturalism and focussed on presentational comedy. 
 
While here’s nothing necessarily ‘simple’ inherent in either compositional or theatrical 
thinking, the gradual increase in complexity I experienced in the theatricalisation of 
Warmwaters had a distinct flavour which also occurred in the other projects. A ‘profound 
questioning of the two media, their composition and relationship’ is one of Roesner’s 
‘Symptoms of Composed Theatre’ (2012, 313),  a blossoming complexity which 
characterised not only the facile innuendo of this comedy duo, but also the already intricate 
intermediality of The Empty City and the composition of the songs and performance structure 
of Gentlemen Songsters. 
 
It takes a lot of words to describe these dynamics and effects: analytical and practical 
discourse is no substitute for what a piece of music in can do, utilising no language at all. At 
the same time, some kind of text is a natural part of the equation for Composed Theatre, even 
if it is eventually silenced or discarded by the performance. This tension takes us to the next 
slider on the mixer, which toggles between music and words. 
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Music <> Words 
 
Text and performance: embedded music 
The Empty City was conceived as a non-verbal performance. Its selection as a finalist in the 
2012 Queensland Premier’s Drama Awards, however, required it to be presented as a staged 
playreading by actors. This was to be a unique event in two senses of the word: firstly it was 
to be a playreading of a play with no dialogue, secondly it was likely to be the only time this 
text was going to be heard in public.  This relegated music to the background. It was still 
present in the work, though with the top melodic layer removed, and significantly lower in 
volume. This was the closest this investigation came to music playing its traditional role of 
‘not being consciously attended to’. Sitting at laptop and mixing desk, l played parts of the 
pre-recorded soundtrack ‘under’ the reading, as language regained its primacy. I found its 
inclusion demanded the polar opposite to the kind of ‘placement’ we’d arranged for its non-
verbal development, searching for 
“‘the right spots’… intriguingly, in looking for cue points, often seem to be where the 
script requests ‘silence’. Journal entry 24 July 2012 
With the Queensland Premier’s Drama Awards out of the way and our ‘almost award-
winning’ status assured, The Empty City finally secured a production with the Brisbane 
Powerhouse. This entailed a shift to rehearsal, rather than development mode, and another 
arena in which music and words would contend for primacy in the search for intermedial 
balance. This isn’t just the rehearsal room floor where the actor and director turn text into 
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action, but also the studios of the playwright, composer and animator. Each of these artforms 
has its own plasticity (Fenton 2010); an inherent capacity to rapidly create a new version of 
itself in response to the flux that charactersises intermedial processes. 
Music had been present from the beginning, and now it needed to be shaped by, as well as 
shape the intermedial mise en scene. Fenton, discussing the ‘Fashion’ scene soundtrack, 
almost in passing, referred to “the accompanying performance and the accompanying 
images” (interview, May 1 2013) which is a reversal of how music is considered in non-
intermedial processes. Here, vision and action were deemed to ‘accompany’ the music.  
 
It was truly a sphere of mutual influence, where music preceded staged action, and was a 
constant presence in the process of improvising and shaping the work. The production also 
spoke back to the music, with new drafts constantly being created, most usually responding to 
requests related to duration. Luckily the ‘quick and dirty’ approach that I’d taken to recording 
and mastering the music meant that I could be fairly responsive to the ‘Physical Templates’ 
Fenton devised to music. These ‘templates’ were scenes or segments of live action devised by 
performer and director with script and music, and included ‘place-holders’ for elements of the 
animation that had yet to be created. Among its more aesthetic qualities, music provided 
timing for these events, as well as a rhythm for the devising of non-verbal action, guided by 
the script. Here the actor, Tom Oliver, and David Fenton, discuss the ‘music shop scene: 
Tom: We have blocked it to the music 
David F: It was totally music led 
Tom: that was kind of the whole process, we’ve gone, the music’s pretty good we’re 
just gonna fit our comic timing to that 
David F: you didn’t have to get a perfect rehearsal version of it for the video, because 
the music will tell the animator what to do.  
(interview,  May 1,  2013) 
With music embedded in these working video documents (The Physical Templates),  once the 
production started to make demands of the compositions to change or shift, the music was 
already there in draft form.   
 
Here I record in my journal the very problematic opening sequence of the work, where twelve 
scenes were unexpectedly compressed into vignettes, which created a distinct compositional 
challenge for the soundtrack: 
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So, yes, music influenced the physical template, which contracted the action radically,  
compressing four scenes into one …. but now the production is talking back to the 
music: the language it’s using, however, is not text-dependent. (music is embedded in 
the script) It’s rhythmic, its tempo determined by music first… So while the 
production’s now ‘pushing back’ at the music, it’s doing so in musical terms, and we 
can work with that. (Journal Entry, Saturday 1 June 2013) 
Through each of the development phases of The Empty City, music was always there. It 
began its development at the commencement of the project, rather than being imposed at the 
last moment. It was responsive to other elements, at times prescriptive, at others, unfixed in a 
way that only music can be, as Fenton describes: 
The music has operated across all of those levels – it’s been very specific and other 
times really helpful atmospherically, knowing that full well you might have a totally 
different piece of music there. So it’s worked as both a workshop mechanism and a 
very specific rehearsal mechanism. (Interview Wed May 1, 2013)  
In this manner, music performed some of the duties that a script may have done. To some 
extent it prescribed a rhythm and mood to the action outlined by the text, but its role often 
went well beyond this, inspiring and enabling a playful approach to the collaborative devising 
of non-verbal action in process, and providing a moment by moment guide to the live 
performer, for whom many of the visual cues were indistinct.  All of this was achieved 
without the protagonist uttering a single word, but there were other voices in The Empty City 
that were shaped by the sliding relationship between music and words. 
 
Words and music: the voices of the empty city 
There were actually many voices in the soundtrack of the principally non-verbal production 
of The Empty City. The ‘mother’s voice’ was sourced from a Japanese-language voice-over 
of the city kit promo that I’d prototyped in creative development.  I was keen for the mother’s 
voice to be more about attitude and feeling than understandable language. The Japanese-
language voice-over was treated as sound, not language.  It was disembodied from the 
‘mother’s’ video avatar, and associated more with an admonishing hand rather than a mouth 
speaking words. The audio of this voice over was cut up and re-assembled so even someone 
who spoke Japanese could only intermittently pick up its meanings.  
 
The internal symbolism of utilising the same text for the city kit promo and Tom’s mother 
therefore remained completely hidden. This treatment of ‘words’ was highly processed, 
intensely musicalised and perhaps ultimately self-defeating, as it tended to obscure, rather 
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than reveal new readings or meaning. I noted with surprise that the director had inserted 
many more of these ‘mother’ cues in the October 2013 version supplied here as video. 
The automated digital voices of the city were also a strong presence. The concept of ‘voices 
of the city’: automated vocalisations from advertisements or computerized tourist guides 
were all treated rhythmically. There are many instances of the protagonist’s interaction with 
the voices of the city in which patterns have emerged in process, rather than been imposed on 
the product. This emergence has been informed by the intermedial interrelationship 
relationship between words and music. Here, TOM plays the sounds of the city on an 
interactive tourist display and finds that music can change how words work; 
 
Beside him, the video screen. ‘Touch the screen’ it reads, and its voice-over rings out, 
lonesome in the empty space. 
Ah. Screens make everything alright. 
So he does, poking a button. A familiar voice: “Where do you want to go” 
He shrugs. He presses the button again. “Where do you want to go” 
He karate chops  the button again and again, interrupting the computer voice. 
“Wher…Where…Where…”  
He remixes the voice, making nonsense music of the enquiry, DJing and playing 
freely The computer voice locks into a rhythm. TOM’s made it say something 
different:  
“go…where..you…want…to…go” 
“go…where..you…want…to…go” 
The Empty City, Draft 6 Megarrity (2013:17) Video 15:16 
 
In this moment, TOM is able to re-shape the voice of the city so it says what he wants it to 
say. These performative acts of composition, Tom’s remixing of the voices of the city 
became a motif in the writing and the composition, and represent a process of identity 
formation and change that intentionally uses music as “a model of self, a resource for 
articulating and stabilizing self-identity…. the ‘me in music’” (De Nora 2000, 158). This 
musical behaviour is embedded and threaded through the whole piece.  
 
On multiple occasions in the show, the re-sonification of the city shifts into song, and this 
shift into music-making constitutes a theatrical scene.  The most successful of these music-
led scenes was the ‘crockery’ sequence (SC 17,  page 13,  video 9:50) which,  while initially 
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scripted,  emerged from a rehearsal room ‘jam’ during creative development  in which the 
actor and composer literally collaborated on the re-shaping of a four-note pattern through a 
physical routine: the playing of an imaginary instrument.  The performance rhythm, 
discovered by Megarrity and Stibbard (Megarrity, 2008) could easily have been imposed, but 
was instead ‘jammed out’ in rehearsal before it was embedded in the soundtrack for this 
sequence.  As such the rhythms of joyful play outlined by script and truly experienced in 
devising the scene intermedially, were authentic and embedded in the soundtrack. 
 
This composition exemplifies the organic ‘spread’ of a soundtrack in which motifs are 
allowed to emerge rather than being premeditated and imposed. The pattering percussion that 
runs under the ‘crockery-hitting’ sequence came from a sonic place-holder (not having a 
drum loop handy, I hit my legs with my palms) and later migrated to other scenes like the 
opening sequence (SC 1 Beginning p4 video 1:14) where it metamorphoses into rain and city 
sounds, and even one of TOM’s character gestures. 
 
The four-note composition from which the crockery sequence derived is reprised multiple 
times in scenes like Lost Property (SC 24, p 21 video 19:34) and Starting Again (SC 37, p33 
video 35:15). In this way the tune Tom has composed ‘on the city’ becomes a musical 
companion which shifts and changes in relation to his experience of the journey. It’s a subtle 
effect, but the illusion (and it is an illusion, because the actor is miming to a pre-recorded 
soundtrack) could be that without recourse to language, the ‘character’ has in some ways 
‘composed’ the soundtrack to his own theatrical journey both within the fictional context (the 
theatrical as-if) and without it (the musical ‘what-is’). 
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Haikulele: Text and performance persona in Bear with Me 
While The Empty City simulated the lead character silently ‘creating his own soundtrack’ 
Bear with Me was presented, or ‘led’ by the persona of Tyrone, who made his music live 
onstage, and was free to use words to frame the music with patter,  or to comment on the 
emerging action. Lesley provided significant support in terms of accompaniment, music-
under, and onstage audience for the work, but remained non-verbal. I was certain I wanted to 
experiment with how little spoken text was required to do the job. Essentially Tyrone was 
operating as a ‘generative narrator’ a figure who Simon Frith (1996, 170) says “…narrates 
diegetically; that is, directing events or meanings during the action of the play. The 
generative narrator grew out of Brecht’s epic-style plays, and also from Beckett’s later plays, 
in which, as Richardson states, “dramatic narrators and monologists create the world around 
them as they name it” (Richardson 2001, 683)  
 
As a writing exercise I wrote a draft of the interstitial ‘patter’ for Bear with Me in English-
language haiku, using the literary form more for its properties of economy than its poetic 
function.  The syllabic constraints of this literary form lent an unusual rhythm to the words 
spoken by the generative narrator: a slight formality, or grandness to the patter which sat 
quirkily on the playful nature of the proceedings. Ensuring that the text between the songs 
was no longer than six to twelve stanzas of three-line poems (often with music-under) also 
meant that music continued to be a key agent in the formation of the show, and had structural 
implications for the way the overall performance swung rhythmically between numbers.  
 
However the contrast between the two elements of language and music remained. As a 
performer I found it far easier to learn, sing and play the songs than remember the haiku style 
monologue. In addition to song-based setlists taped to the rehearsal room floor to guide the 
progression of the entire show, I had to rely on a set of printed mnemonics to remind me of 
the spoken words for the premiere season. I was concerned that the haiku device wasn’t going 
to work, and would just get in the way of the songs. Its rhythms were non-conversational and 
counter-intuitive, but the constraints performed as compositional strategy, a way of making 
words behave more like music. Samuel Vincent also observed this quality and compared it to 
his own (musical) compositional approach 
the way you used haiku for the words seems much more composed. I guess when I 
compose I need to put limits on stuff. It seemed like there was more of that sort of 
stuff going on in Bear with Me.[than in Gentlemen Songsters] (28:16 Interview)  
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Gentlemen Songsters: Performative Patter 
In all of these creative works, words were never left untreated. In the three shows focussed on 
the live performance of songs, the creation of the interstitial ‘patter’ was instrumental in 
shaping the works. Gentlemen Songsters initially developed over a series of performances in 
a range of venues between February 2012 and November 2013. In creating the patter for 
these performances, I was concerned with the scripting and distillation of spoken words down 
to the simplest phrases possible, opening them to a rhythmic and poetic function. These 
statements were there to frame the music, to segue from what has been and attend to what is 
to come. Brevity emerged as key attribute of the patter generated in this creative practice. 
 
I’ve been increasingly thinking that the shorter and pithier these are – the more like a 
Buddhist koan, the better, at least for Tyrone   
Journal Entry Tuesday, September 17, 2013 
 
Patter, which includes physical, as well as vocal behaviours, enables the performer to slip in 
and out of performative modes, as the waves of music flow out into the auditorium. These 
words underline the ongoing process of agreement and contracting with an audience that’s 
ostensibly there for the music, as Simon Frith observes,  
The way singers put roles on and off – “the next song is a slower number” – works 
differently in different genres, but all methods draw attention to the singer’s 
knowledge of what is going on, to their knowledge of our knowledge of what is 
happening (1996, 53).  
Refracted through the persona, who is not concerned with the maintenance of a fictional 
context, this isn’t about pretending to say anything, it’s about knowingly framing each of the 
songs to come 
 
The patter of the act offers a ‘key’ to each song –it knows what it does.  
Journal Entry 11 April 2014 
 
I tried as much as possible to allow the sequencing and segueing of songs, plus the 
management of cueing conventions such as bows and applause, to work without language, 
and engaged with a process of creating, then severely editing patter for our appearance in the 
Melbourne Ukulele Festival 2013 in order to not speak to the audience until halfway through 
the set. I also began working on a set of performative statements, all-purpose patter, an 
exercise which reached its pinnacle in this exemplar,  
 
 
103 
 
Song ends. Applause. Applause ends. 
 
TYRONE: “..what I’m saying now… is the introduction to the next song..” 
 
Song begins.  
 
Transcript of live performance, Regal Ballroom, Melbourne Ukulele Festival Friday 
March 1, 2013 
 
This patter was welcomed with a laugh from the audience, which crashed like a wave over 
the music of the next song. This kind of text knowingly plays with audience expectations of 
how a song is to be introduced. It is obviously (and humorously) performative in that it 
“…simultaneously realises that which it designates.”(Mungen et al 2012)  
 
With the setlist sorted, the music and patter road-tested and a script drafted, I engaged a 
theatre director to work assist us to hone the performance. Michael Futcher’s brief was to 
engage with the work on the page, then spend two days shaping it and finally assist with 
bumping the work into the venue. He instantly observed the function patter performed in 
framing the songs and offered his opinion on their specific nature and function in of language 
in  this show: 
…each one of your little ‘ways in’ to each one is a little meditation… you don’t 
actually give the audience too much information… you… just touch on something 
that will spark their minds, or open their minds up to a certain kind of theme and then 
the song kind of takes them further in that direction. I think that’s what’s charming 
about it, you don’t make too much of it, and you don’t make too much of trying to add 
weight to anything or too much thematic detail or biographical detail or story detail. 
(Michael Futcher Rehearsal Recording June 10 2014) 
The performative patter in Gentlemen Songsters is almost never ‘unaccompanied’. Samuel 
worked carefully to compose music under the spoken text, but it wasn’t a simple 
superimposition, and I frequently found myself timing the speech rhythms to respond to what 
he was doing, and Samuel reported a similar dynamic.  
 
The patter was soundtracked very deliberately with extracts from the songs to facilitate its 
operation as an instrument of intermedial segue. In performance, I tended to respond to what 
Sam did and we mutually shifted our rhythms, delicately altering tempi and accent so the 
patter and its accompaniment worked together to ensure the performance progresses 
smoothly from moment to moment, and song to song 
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…the way we’re working with the words and the music, they’re not totally opposite, 
it’s not just someone talking while there’s a record playing,  they are working 
together,  in more subtle ways not in an obvious way,  there is a rhythm that we will 
leave space for each other to do this or that,  mostly me leaving space for you,  
because that’s the focus of what’s going on. But I’m sensitive to all those things.  
…It’s either tapering off a feeling of the previous scene and launching us into the next 
one, it’s doing it sort of tonally, not with volume.  
I kind of think of them as crescendos and decrescendos in different ratios and stuff 
from one thing to another thing.  (Samuel Vincent Interview  Friday 12 September 
2014)  
In self-consciously negotiating the relationship between words and music, organizing and 
presenting the material as a performance, rather than focussing exclusively on music, or 
imposing a mantle of theatrical fiction, I was actively playing with the dynamic between the 
program of the presentation and the performance personae putting it over. A kind of metaxis 
in which”…listeners are always aware of the tension between an implied story (content: the 
singer in the song) and the real one (form: the singer on the stage)” (Frith 1996, 209) 
 
This investigation saw music begin in its traditional, theatrical role of subservience to text, 
‘playing quietly in the corner’ as it soundtracked the playreading of The Empty City. As we 
shifted to an intermedial process, music gained agency, performing in tandem with script to 
inspire, build and shape, and at times dictate virtual and live action. With the protagonist 
operating non-verbally, words found new forms in the soundtrack, musicalised as sound and 
text.  
 
Though focussed on the performance of songs the generative narrator of Bear with Me 
uttered words shaped by the syllabic rhythms of English Haiku, lending the writing and 
performance a compositional flavour and setting up a rhythm that shaped the performance as 
a whole. 
 
Gentlemen Songsters offered itself to the audiences as ostensibly a concert presentation in 
Cabaret mode, where words introduce songs. This patter was performative, with language 
used to frame each song and draw attention to the ever-present tension between words and 
music in Composed Theatre. 
The script of Warmwaters, included in Section 4 as a creative work, was redrafted after their 
performance at the Bearded Lady. The naturalistic approach to the text of the pre-song patter, 
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while it was conducive to the characters tracing a relationship-based narrative, didn’t function 
well across the whole performance. I realised that we needed to attend to the composition of 
these words as carefully as we had our musical arrangements, and let songs, rather than story 
run the show. The last cycle of creative work on the project was particularly fruitful as we 
discarded the theatrically contrived destiny that the Warmwaters would split up onstage. A 
last loop of playwriting, play-reading and rewriting in focussed on establishing comic 
rhythms and rests. Each piece of patter carefully composed specifically to frame the song to 
come rather than serving an over-arching narrative, or a character’s place within it, and 
emphasis shifted back to the setlist as a generative force. 
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Setlist <> Script 
 
A setlist provides a structure to a musical event comprised of smaller components, usually 
songs. Its essentially provisional nature also enables this structure to be responsive to the 
often unpredictable and shifting nature of the events in a music venue. The setlist describes a 
trajectory that can be deviated from should the circumstances of the performance demand it, 
and therefore becomes a nexus between the planned (anticipated) and the improvised (actual) 
performance. 
…the performance, despite its ‘set’ characteristics,  needs to retain a sense of 
improvisation, so it’s still flexible and fresh – it’s different to theatre,  where you have 
to be ‘lines down’ – to ensure cues,  both acting and technical can be followed. 
.. What I’m saying is that sense of ‘not quite knowing what you’re doing’ is important 
to retain – otherwise it won’t seem ‘fresh’. It can’t look like your setlist is running 
your performance  
Journal Entry 28 February 2013 
I’d carefully draft and redraft the setlists for every gig Tyrone and Lesley and Warmwaters 
did during the research period. (The ‘placement’ of music in The Empty City resulted in 
similar lists, though they were eventually transformed into soundtrack embedded in video 
projection). In live performance, handwritten or printed, with accompanying mnemonics 
related to the patter, these setlists would be stuck to the floor with gaffa-tape – disposable and 
contingent on what was actually happening in the performance, not solely what I may have 
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pre-determined. The setlist can only be a guide to the live event. As Bauman, in Frith (1996, 
208) suggests “…a performance is “an emergent structure”; it comes into being only as it is 
being performed.”  
 
For many musicians the setlist is the site of a provisional response to a range of known or 
anticipated factors that may influence a musical performance. Its sequencing, arrangement 
and progression from song to song lends form to the indeterminacy of a live show. If you are 
a musician writing a setlist you may have a sense of the strength of the songs: this could be 
about how ‘good’ the songs are (how well they go over with audiences), but also may be to 
do with how well you play them. Some may be newer and fresher than others. 
Sometimes tempo and key are important. The balance of known and unknown material could 
be important if you’re playing cover songs,  or if your own material is likely to be known by 
the audience: they’ll greet familiar material differently than they will stuff they’ve never 
heard before.   
 
Commonly you’ll open with something strong and uptempo, shift gear a few times during the 
set, link the pieces with patter and bring it home with three or four energetic or otherwise 
impactful tunes. It sounds simple. It’s not. Writing a setlist, the songs talk to each other. Like 
kids in a classroom, some need to be ‘separated’ for the whole thing to work, or juxtaposed, 
or put into teams. What’s the point in following up your best love ballad with a song about 
farts? The sequencing of songs will have a strong influence on how they are received and 
responded to,  both as individual works AND as sequences and sub-sets.  As such it is a key 
determinant of narrative in performance. 
 
Song Sorting in Gentlemen Songsters 
Gentlemen Songsters, unlike the other works, was assembled from pre-existing original 
musical materials. No new songs were written for the show. I needed to refamiliarise myself 
with, sort and group our original songs so that together they made some kind of sense. At the 
beginning of the writing process I was not entirely sure how to do this. 
 
Sequencing songs implies a journey. We were intending to take the audience from one point 
to another, even if it’s just 7pm to 8pm on a Friday night. In creating that journey I wanted 
each step to build on the last. Though these songs were composed to stand on their own, once 
they’re all standing next to each other, they started to say something different. As a writer I 
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had to work out how to frame them, what conceptual ‘key’ they were in. This meant delving 
retrospectively into the themes Sam I had been exploring for the last couple of years as a 
composer and lyricist. 
 
I took almost every song we’ve written and sorted them into various categories: I tried 
musical ‘feel’ and ‘form’ (‘genre’ being only intermittently relevant) and technicalities such 
as tempo. This survey gave me a sense of each song’s potential to contribute to a bigger 
pattern. As I sorted through the music, themes emerged.  
 
Common images began to appear in the lyrics. Symbols that revealed unintended patterns in 
the songs we’d been writing.  Some were circular. A moon. The sound hole of a ukulele. A 
glass half full. Themes of romantic and musical companionship emerged: there were also 
simultaneous celebrations and laments born of longing, leavened by an absurd optimism. I 
wanted to surface these undercurrents to establish how this show might flow from song to 
song. 
 
Yet I wasn’t going to turn these into a story. I was going to turn them into a show. A 
performance where the principal action is going to be musical: the playing of songs. My 
playwriting instincts were released from the ‘causes and commitments’ (the constraints of 
‘drama’) in this writing process, which I intended to be more musical than theatrical. 
 
The show as song: sonata structure 
In Gentlemen Songsters I found the roles of playwright and musician blurring at times to the 
point of being indistinct. Precursor gigs had given me a strong working knowledge of what 
makes a 30 minute setlist ‘work’, yet the playwright in me knew that the new ‘cabaret’ 
context would need something more to sustain the momentum and energy of the performance 
over the extended 60 minutes duration, as well as the ‘theatrical’ audience expectation that its 
programming into a cabaret festival might reasonably engender. I experimented with 
identifying and sorting the song-drivers and grouping them into thematic ‘vats’. Like the 
different components of a blended wine, the aim was to strategically mix their qualities so 
they had a tasty and complex palate, and of course a good finish. 
 
Because this performance would not be narrative driven, or evince a particular dramatic 
meaning. I speculated around whether the whole show could be like a song: with different 
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parts that flow into and converse with one another, in which the act of repetition brings 
enjoyment and new apprehension. In doing this I was aware of the need to thinking 
compositionally in the work of arranging text on the page. In addition to the insertion of 
space between lines more similar to a poetic text than a naturalistic ‘play’ I was concerned 
with the possibilities of an overarching structure for the performance when staged. I looked 
for guidance in the musical structure of the sonata, in which a ‘theme’ is exposed, developed 
and recapitulated. In a sonata, this theme is musical: wordless.  As Bonnie Wade defines it,  
as well as a formal structure, it is a compositional procedure or schema, involving as 
musical materials these components: one theme and possibly a second; a tonal centre 
established at the beginning  (the A section)  with a shift to another(s) (a process 
called modulation) that resolves in a return to the original. (2013, 139) 
For Gentlemen Songsters, the ‘themes’ were pre-existing,  and related to what the songs were 
‘about’ rather than their musical content.  Other playwrights (for example, Strindberg in his 
1907 Ghost Sonata) have experimented with musical structures in writing for the theatre. 
Athol Fugard suggests that  
the sonata form, the way you  play one theme against another theme, the way you can 
have both themes running at the same time, the way music organizes the emotional 
responses – that has been very, very instructive to me as a writer. (in McLaughlin 
1997, 124) 
 
Calvin Brown ‘lists four ways in which literature and music may relate: a) combination, b) 
replacement, c) influence, and d) analogy or parallel.’ (in Roesner 2014, 133). Lacking the 
musical training or literacy to pursue the options of ‘combination’ or ‘replacement’, my 
utilisation of the sonata form was more focussed on an ironic ‘analogy’ between three 
musical movements and the ‘well-made play’ (in the absence of causality) and the ‘influence’ 
of my limited knowledge of the musical form on how I saw the work organising itself as it 
emerged. This was about, as Roesner describes, making ‘certain compositional principles 
productive for [the] writing’ (2014, 134) 
The experiment with re-arranging the songs in the setlist into a quasi-sonata gave the work a 
holding form with an unexpected strength. I knew I had the opportunity to ‘sew’ the musical 
works together with performative patter. Bearing in mind that my intention was to ‘do’ rather 
than show or tell, I continued to work with carefully composed inter-song utterances that 
framed the musical content and carried some of the emerging narrative flow. 
 
In Bear with Me I wrote this patter as haiku: I didn’t do that with this piece, but nonetheless 
pursued a similar spirit of poetic economy closer to the creation of lyrics than the writing of 
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theatrical monologue in a naturalistic style. In writing this material for a somewhat more 
theatrical context, I drew on the patter ‘Tyrone’ has used to introduce these songs in music 
venues. It’s long-established showbiz behaviour: a musician uses patter to talk an audience in 
to a song. The phrase ‘talking into’ performs here both in the modes of introduction (in to) 
and persuasion (into). 
 
Song-cycle and structure 
As the playwriting process deepened, I investigated other classical musical structures and 
played with the idea of Gentlemen Songsters developing a relationship with the established 
convention of the Song Cycle. The archetypal song cycle is Beethoven’s An die Ferne 
Geliebte. (Op. 98 1816) It’s a gorgeous setting of some lyrics by a young poet called Jietteles. 
There’s no story, only the deep longing of the poet/singer who invokes the forces of nature to 
marshal the musical message he’s sending to ‘the distant beloved’ of the title. The song 
cycles of later composers such as Schumann, Schubert and many others are all lovely, but are 
more narrative-based and therefore were of less interest to me in the making of this 
performance. 
 
As a Liesderkreis (by Beethoven’s own description) “…Geliebte” is also circular in structure, 
returning to itself, like the ring one might give the beloved. It’s not bound by mimesis or the 
need to communicate a narrative. It does what it says. It is what is says.  The poet/songwriter 
is the voice in the work, and the making and singing of songs is the generative act, subtly 
drawing us into its themes through performance, not story. I loved this idea of the song cycle, 
and I enjoyed the irony of playing with such grand compositional traditions on a ukulele in 
such modest settings. 
 
There are musical characteristics of both sonata and the song cycle which are only subtly 
apprehended: the melodic journey through various keys and motifs which begin in one place, 
take their own route and return ‘home’ changed from the experience. Tyrone and Lesley’s 
material could potentially sustain this purely musical treatment, but I doubt it’d be useful in 
constructing a dynamic hour’s entertainment, so I pursue the derivation and development of 
certain elements in the songs which evoke thematic concepts, rather than describing them. As 
a writer and performer, it was of prime importance for me to balance musical authenticity 
with theatrical or narrative contrivance in finding the right frame for the songs I’d written 
with Sam. I wanted to keep the intermediality covert. The music had to remain the 
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commanding form, and this meant going to the heart of why they’d been written in the first 
place. 
 
…instead of trying to be clever I need to bring my heart to the way these songs are 
arranged and presented,  and the romanticism in this song cycle has a clear 
relationship to my raison d’être  as a writer. .. in experiencing desire and emotion  so 
strongly and then focussing that energy on engaging in the miraculous translation of 
feeling into music Journal Entry 29 April 2014 
 
Why should this show describe a set of ideas and feelings when it already is a set of ideas 
and feelings? Here I drew on a key personal theatrical influence, the work of the Absurdists, 
in particular Samuel Beckett, in which the intricacies of the ‘dramatic’ are often whittled 
away until all that’s left is the presence of the actor (and sometimes not even that) framed by,  
and in relationship with the undisguised environment of the stage. I was aware of Samuel 
Beckett’s description of the work of James Joyce: “…here form is content, content is form 
[…] his writing is not about something; it is that something itself.”(Dukore 1982, 81) and in 
the development of this piece of what looks like a standard musical performance, but was 
actually composed theatre,  
 
 ‘the songs are at the steering wheel’ Journal Entry Tuesday May 6 
 
In this way, there’s a significant reversal of the relationship between artist and materials 
driving the process. I am allowing the songs to play me, as a writer and subsequently as a 
performer. Like the performer in Beckett, who is not so much an “interpreter of a ... text, as a 
musical instrument...being played or sung by Beckett.” (Buning et al 1997, 285), these songs, 
which we’ve filled with our own lives, now must be treated as if they have lives of their own 
that will not only populate  but also structure this modest little show. The territory we’re 
navigating is the ‘what is’, of Music rather than the ‘as-if’ of Theatre, and the setlist will 
shape the script. The best performance vehicles for this terrain are musical personae, rather 
than characters. However personae aren’t only perceptible live onstage. They’re in the music 
as well. 
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Persona <> Character 
 
There’s a difference between an actor playing a play and a musician playing a song,  and this 
investigation experimented with both poles and much in-between. The difference between 
theatrical character and musical personae has already been briefly broached. Guided by 
Kirby’s statement that hat musicians “...usually appear as themselves, playing music...not 
subtended by matrices of fictional time, place, of character” (in Auslander,  2006a, 103). But 
there’s more going on than this. Frith (1996, 211) argues that “the “act” of singing is always 
contextualized by the “act” of performing”… in the playing of their various song parts, 
instead of “forgetting who they are” singers are continuously registering their presence.” 
Consequently this research is very much influenced by Philip Auslander’s assertion that 
 
What musicians perform first and foremost is not music, but their own identities as 
musicians. Their musical personae. Musicians, in all genres, enact personae in their 
performances (2006a, 102). 
This theory would have a musician performing a personae the moment they strum a chord or 
open their mouth to sing, intending to play. It’s no less complicated than an actor working to 
create character within a fictional narrative, and possibly more so because of the way a 
persona may tacitly or explicitly acknowledge their performance as a performance.  As the 
personae becomes more deliberate and consolidated, it approaches the practice of “the great 
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pop performers” who “...don’t so much enact emotional roles as hold their enactments up 
before us in fragments, so we can admire the shape of the gesture itself.” (Frith 1996, 212) 
 
Years ago, happenstance found me with my own fitted set of false dentures that disguised my 
own teeth. I found these a handy shortcut to performance, something to hide behind as I 
performed stranger and stranger things onstage. In wearing these teeth, alongside the creation 
of music-driven performance pieces, I found I’d created a performance persona: Tyrone. 
Kendrick and Roesner (2011 xiv) point to the term’s relationship to ancient Greek theatre, 
and “…the etymology of ‘persona’ which refer [s] to the actor’s ‘sounding through’ 
(personare) the mask”.  The false teeth did indeed serve as a ‘mask’, changing my facial 
structure to the extent that people didn’t recognise me after a gig. It gave me courage to 
perform stranger and stranger things onstage, and very much suited my (at the time) 
vehemently inarticulate dismissal of psychological theatre. My voice was changed also, 
‘sounding through’ the mask of the prosthesis.  
 
For Luke Warmwater I knew I wanted to take a much more deliberate approach, to build a 
personae ‘from the ground up’ so I chose a hat, to which I later added a hair-piece. The Greek 
sailor’s cap sent genre-specific signals to an audience about the kind of person who would 
wear a hat like that,  but was also an object that signified my own performance,  in the 
deliberate absence of character development: hat on=Luke,  hat off=me. A key moment for 
Warmwaters was the removal of any specific ‘backstory’. This focussed us very firmly on 
what was happening onstage, rather than attempting to act out some kind of ‘history’. 
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Luke Warmwater strides through Fitzroy to a gig at Melbourne’s Burlesque Bar, August 2013. In his mind he’s in Haight-Ashbury. 
video still: Megarrity 
The figure of ‘Tom’ in The Empty City is the closest this investigation comes to a theatrical 
‘character’ rather than a persona. Director David Fenton puts it like this:   
He is a character. Because as far as I am concerned, character is a construct of drama. 
So therefore it’s a who,  what,  when , where,  why kind of situation: he has needs and 
objectives and all of that stuff,  whereas an avatar or a figurant engages in all of that 
type of stuff slightly to one side of that dramatic poetic so those things can change,  
and they’re more abstract,  more symbolic (Interview with David Fenton 18:22) 
The relationship of The Empty City’s ‘Tom’, ‘Tyrone’ and ‘Luke Warmwater’ to myself  I 
have considered very deeply. However, I will limit the discussion to the character-personae 
nexus and defer to my collaborators, who have worked closely with them and me in 
performance. Samuel Vincent considers Tyrone to have 
a consistent set of personality traits and stuff, and that would seem to be a persona 
because the scenes, the plays shift and he remains the same. It’s like an alter ego that 
you slip into?... Tyrone...seems very confident. When the teeth aren’t in it seems a 
little more like you and introspective  (Interview  Friday 12 September 2014 20:20) 
Freddy Komp, who has performed technical roles in both The Empty City and Bear with Me,  
when comparing the differences between ‘character’ and persona across the two works 
considers ‘Tom’ in The Empty City as  
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much more of a ‘character’. ... it is a very pre-determined character that does not 
allow for his [the actor’s] experience of life. With Tyrone...I think there’s a lot of 
earnest and honest things in there that could have been said by David as much as may 
have been said by Tyrone... it’s like putting on a costume.. the slight exterior ‘paint’, 
let’s say,  of the clown or of the slightly awkward person ...They see the doofus with 
the teeth on the stage, and...they can enjoy themselves without thinking about it. I 
wouldn’t say that goes a lot further than that. I would say that’s the device there is. 
There’s no necessity to deviate in belief systems or any way else from your own 
persona. (interview 9 September 2014) 
Samuel Vincent’s own approach to the formation of his own persona is typically modest. By 
his own admission a ‘non-actor’, I’ve learned much from his commitment to the moment of 
performance: his ‘stage presence’, as understated as it is, has gradually turned a randomly 
selected stage name (‘Lesley’) into something recognisably different from his ‘real self’ or 
personae he may perform in other performance contexts, and that it’s partially determined by 
his musical role and relationship with his co-performer: 
I didn’t spend a long time ‘trying to find my character’ ..and whether it’s just that I 
have a ‘game face’ anytime I’m performing…just a slight mask that I have on that 
sort of either obscures or accentuates certain bits of my personality. 
There’s a sense that I’m being watched, so that necessarily changes what I do. I guess 
I’m heightened in some way. I guess I feel when I’m ‘being Lesley’ if that’s such a 
thing,  I’ve sort of got this really strong sense of what my role is..as a support person,  
that I have absolute trust in you or your character…yeah,  that we’re a unit and I’m 
here to perform a function. (Interview  Friday 12 September 2014) 
 
Samuel also points to a significant modulation of his performance personae across the two 
works ‘Gentlemen Songsters’ and Bear with Me 
Samuel: Just as a player. In Bear with Me I felt I was always playing out. In 
Gentlemen Songsters I felt I was always playing in.  Inward focussed. Outwards 
focussed. 
David: what do you mean by ‘inwards-focussed’? 
Samuel: To you and to me. Because we’re focussed on making something for us.  
And the other one we’re making something for them and we’re trying to include 
them. [the audience] (Interview  Friday 12 September 2014) 
 
Composition and Persona: Starting with songs 
Tyrone and Lesley were a useful pair of personae that I felt possessed the requisite flexibility 
to perform the show that was to become Bear with Me. As with Gentlemen Songsters, the 
beginnings of Bear with Me were in the music. As a songwriter I’d been engaged with a 
personal project of creating songs for children that weren’t simplistic, stating the obvious, or 
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happy-clappy. I created and performed these as a lyricist and co-composer with my valued 
collaborator Sam. We made songs that were lyrically and musically sophisticated, that drew 
on the power of music as a way of representing, and creating emotion. Songs that adults 
seemed to enjoy as much as children, without short-changing either listener.  
 
One element of British television writer Dennis Potter’s influence has long been at play in my 
work, the device of using “songs as ‘chariots of ideas” (in Fuller 1993, 80). Potter’s use is 
highly idiosyncratic, but the principle is that these musical ‘chariots’ transport a narrative into 
a different realm: “a way of puncturing reality, the ordered structure of things as they 
are” (ibid, 86). One song in particular, Bear with Me (Megarrity/Vincent) was a bittersweet 
lullaby evoking the isolation of the child left on their own at bedtime, and how important a 
bear can be as a comfort object. 
When I cannot bear it 
You’ll have to bear with me 
Safe and sound 
Arms wrapped around 
Bear with me 
Bear with me 
(Excerpt from lyrics: ‘Bear with Me’ Megarrity/Vincent)  
 
This song was a touchstone for the emerging show, providing its title, and eventually 
soundtracking one of the most beautiful sequences in the show,  when the children in the 
audience ‘put their bears to bed’.  (p 22-23 Bear with Me Script, 33m 15s on video) 
 
Music was built into the show’s concept from the outset, indeed some compositions preceded 
the development of the concept, in particular this lullaby. The song ‘Bear with Me’ is a 
strangely moving and peaceful song that refuses to sugarcoat the separation that children 
experience at bedtime. The interaction of words and music does more than endow the song 
with a distinct character: it generates a persona that’s perceivable in the song. Though it 
began as a set of lyrics, the musical process described here by the song’s composer Sam 
Vincent goes some way to exposing the delicate relationship between the non-verbal art of 
music, and its power to evoke emotional states. 
I find it hard to talk about why a piece of music affects me the way it does – …I could 
talk about structural things about it but that wouldn’t really get to the core of why it 
works emotionally (Interview,  March 30,  2012) 
 
Juslin and Sloboda round up years of received knowledge in regard to relationship between 
music and emotion: “It has long been known, or more accurately, felt, that music has great 
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power to induce and represent emotions. Music is often perceived as expressive of emotion, 
despite the fact that music is not a sentient being” (2001, 7). 
Research into the topic of Music and Emotion hasn’t revealed anything conclusive about why 
this might be the case; indeed, I’m glad the mystery hasn’t been (and probably will never be) 
conclusively ‘solved’. Many suspect that apart from inculturated patterns, it’s to do with 
building and playing with expectations. One very engaging theory is that there’s a similarity 
between the wordless turmoil of our inner lives, and some of the characteristics of music:”… 
the classic formulation is Langer’s claim that  
there are certain aspects of the so –called “inner life” – physical or mental – which 
have formal properties similar to those of music – patterns of motion and rest, of 
tension and release, of agreement and disagreement, preparation,  fulfilment, 
excitation, sudden change, etc” (Langer, 1942, p.228 in Juslin and Sloboda) 
 
With one song in Bear with Me, ‘Bearing Up’ (the Mountain) (Megarrity/Vincent) the music 
was a direct representation of the participatory game of the song. The ‘story’ is pre-existing, 
and the music expresses it directly. A bear ascends, and then descends the mountain, as does 
the melody Sam composed: here, an interview about Sam’s compositional methods becomes 
performative as both of us have to ‘play’ the music, rather than just describe it. This is partly 
by virtue of my lack of music theory, but also because ‘the missing chord’ must actually be 
heard, rather than just described: 
Sam: yeah, I did, the whole music following the narrative thing, I was laying it on in 
a didactic way for ‘Bearing Up’ it was almost a literal interpretation, – you were 
talking about ‘going up’ so the music  was going up – whereas with ‘Bear with Me’ 
it’s sort of hitting emotional points rather than being as literal about it, sort of a bit 
more metaphorical – it’s a bit more subtle. 
So,  the first part is about night time and the wind, and um the spareness,  the stillness,  
it’s about stillness the first part whereas the second part ‘when I cannot bear it’ is 
more about what somebody’s feeling,  if they might be feeling scared or lonely or 
frightened by the dark. 
David: I see so, it’s like the scene, there’s an implication there correct me if I’m 
wrong, there’s a scene first, and then there’s the person experiencing the scene 
Sam: that’s exactly right. What they feel about the scene. 
David: it loosens up in the second verse- becomes more integrated – what about that 
weird chord 
Sam: which weird chord? 
David: gets uke & plays  
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Sam: ah,  the suspended chord, that’s just a mini tension and release – well,  for me,  
that sort of chord speaks to me about sparseness and stillness, that sounds,  the 
suspended chord,  I don’t know where I got it from, whether it’s cultural,  or,  
listening to a particular composer or song or whatever, but like,  open fifths, and 
suspended chords,  because there’s no third,  it’s almost like there’s no heart to it, it’s 
just like the shell of a chord without the heart, the major or the minor third makes the 
chord into something. 
...so the whole  line of the verse sort of goes (oh,  I guess I shouldn’t do anything 
visual) but it reaches a ,  it’s like it’s a little mini-peak,   for each four bars,  and it hits 
its peak at that little tension point and then it goes down into a nice ..you know, 
‘home’ resolved chord for the last chord,  so just a little line,  peak,  trough, steadily 
rises up,  peaks at that suspended chord and then there’s a little bit of relief,  ‘sweet 
relief’. (Interview, March 30, 2012) 
Here, the musical complexities underlying the composition of Bear with Me’s title song may 
go some way to explaining why it was able to (in combination with other intermedial 
elements)  silence a room of excitable three year olds, as they tenderly put their bears to 
sleep. Maybe, there was ‘someone’ in the song whose experience shaped it. Here I’m not 
talking about the lyricist or composer (though our own inner lives surely fed into the 
songwriting process). It’s a ‘someone’ at the most abstract and yet personally ‘felt’ level, who 
Stephen Davies says   
“…is someone who feels the emotions expressed in music, but it is not the composer, 
the performer, or the listener. Rather it is a persona imagined by the listener, who 
hears the music’s progress as representing the actions, mental life, and affective 
experiences of this persona. The narrative the listener weaves about this persona must 
be controlled by and responsive to changes in the music, which is why the narrative 
reveals something objectively interpersonal about the music’s expressiveness and not 
something solely idiosyncratic to the listener who entertains it.” (2003:3) 
The songwriters create a persona in a song, which may then performed by a musician who is 
also performing a persona, a performance which is then interpreted by an audience who may 
perceive elements of themselves in the work. A song intended for performance must be 
composed as music, not muzak. It must develop its own life if it is to facilitate and animate 
the multiple levels of interpretation implied by Composed Theatre. As a balance to these 
‘found’ elements of the creative process I wanted to align writing, composition and 
performance in the creation of a new persona with the intention of experimenting with its 
potential transformation into a more theatrical character. 
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Luke and Lena Warmwater photo Grant Heaton 
 
Warmwaters: personae in flux 
 
Warmwaters began with songwriting around a crude premise, and shifted into rehearsal, 
recording and performance. The most unstable elements of the act were our performance 
personae. The most deliberate decision we made in this aspect was to keep things fairly un-
deliberate, and keep the music to the fore. I was vaguely concerned with keeping a level of 
‘credibility’ to our performances that might allow us to be a ‘believably’ inept duo, able to 
play a genuine chalkboard or songwriter’s night without being framed as a ‘comedy act’. This 
idea inadvertently confined the duo to working in a relatively naturalistic style for an 
uncomfortably long period of the development process.  Bridget and I, though both 
professional performers, and fairly garrulous and exhibitionistic in our own ways had 
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different approaches to creating performance. I was approaching this naturalism as a 
musician (and later playwright) and I later discovered Bridget was approaching it as a 
musician in the preparatory stages, but increasingly as a comedic performer. 
Certainly the two personae of ‘Luke and ‘Lena’ were differentiated by virtue of our own 
personal energies, inflected by the real-life roles we’d taken in the project: I was the serious 
singer-songwriter, she more playful and free-flowing. Our personae-in-formation weren’t 
initially servicing a story or enabling the realization of some pre-determined narrative.  
 
Neither were we characters in the traditional sense of maintaining a fictional identity, but 
there was certainly more going on than role-play, the assumption of a certain set of attributes 
which point to, rather than recreate a ‘believable’ impression. ‘Belief’ didn’t really come into 
the equation at first. We were really doing it. The songs had genuinely been written, 
rehearsed and performed, and there was no story yet. 
 
I still felt the ‘persona’ held best for this territory as we prepared the act. Auslander’s 
definition of the performer in popular music helped us in transitioning from a musical process 
into a more theatrical one over the three years of the act’s development.  
Following Simon Frith, I see the performer in popular music as defined by three 
layers: the real person (the performer as human being), the performance persona (the 
performer’s self-presentation), and the character (a figure portrayed in a song text) All 
three layers may be active simultaneously in a given musical performance (2006a, 4). 
With the fourth and final gig for this investigation coming up at a bar called ‘The Bearded 
Lady’ for The Brisbane Fringe Festival, and the script nearing completion, a script that 
depicted certain conflicts between the characters interfering with the progression of the duo 
as a musical act, the performance was shifting towards the theatrical. Consequently the kinds 
of exchanges Bridget and were having about the show developed a very definitive flavour: no 
longer wondering and speculating, but fixing and determining. Character started to dictate 
action. Motivations, and what Langer would call ‘commitments and consequences’ were 
dictating the direction of proceedings, as Bridget observed in this personal correspondence 
I think Lena attempting to wrest a bit of control of the set is good - but Luke's 
dominance over her. Why does she let him? Does she think he's a genius? Is she just 
happy to be there? Does she not notice when he is nasty to her? I think all of the 
above, but occasionally we see the "hot spot" where her feelings do get hurt. 
Bridget Boyle, personal correspondence (email)  July 10 2014 
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As this performance approached, I became aware that I needed to employ my rather rusty 
‘acting’ skills to make this performance work. Whereas in the past I’d casually boasted that 
the only impression Luke Warmwater left on me was a strip of sweat-dissolved blue dye 
across my forehead from the Greek sailor’s cap, I now needed to take the process of 
characterisation seriously. 
So, unlike Gentlemen Songsters, where Tyrone is a more garrulous version of me,  
Luke Warmwater is a bit of an arsehole… As a character, he has an objective (to play 
the show as well as he can, despite the hindrance of Lena) and super objective (to be 
respected and admired) he has certain traits, which need to be maintained: I can’t 
break up laughing – I need to keep it serious, to establish the frame firmly so when it 
breaks, it matters. Journal Entry 17 August 2014 
One of these ‘breaks’ was a genuine oversight,  a vestige of older,  less well defined versions 
of the Warmwaters,  where we attempted to perform ineptitude by cycling round and round 
on the coda of a song called ‘The Galleon Sails’ singing enthusiastically out of tune,  
seemingly unable to bring the song to an end. (Script p31, Video 29:10) It felt bad to perform 
and is musically unpleasant to listen to. At that moment, it’s clear we’re ‘faking’ badness – 
we’re acting like we don’t know what we’re doing, but we know what we’re doing when 
we’re doing that.  
 
However, this crack in the ‘front’ revealed the changes in a performance that had begun as a 
simple concert presentation but was something very different.  The playing of music 
remained crucial as a generative act, but it is no longer just song following song. Songs have 
shifted into scenes, which serve a predetermined structure. The layered performativity of 
spoken word in the performance is pointed up by the ham-fisted intentional ‘playing’ of 
unintentionality in The Galleon Sails. The audience may ask how can these (relatively 
skilled) performers allow a ‘mistake’ like that to escape their attention when they have been 
performing language which is both ‘scripted’ and ‘scripted un-scriptedness’?  
 
Goffman would see this moment as requiring a very particular kind of performance virtuosity 
which is instructive when considering the relationship between character and persona. 
Remembering that ‘a character cannot forget his lines’, a musician, on the other hand, when 
he or she ‘flubs’ 
must be very sure to treat the whole contretemps as something manageable with 
distance and a twinkle so that it is not his full, literal self that has entered into the 
failure but only an expendable version of it. And what the twinkle says is that he 
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knows the audience will be willing to collaborate in his momentary frame break. 
(1974, 571) 
This moment, which called for an authentically faked mistake points to a state of suspension 
between theatrical character and musical persona, a point where the theatricalisation was 
arrested, and the effect was diffuse and hard to read. This performance of Warmwaters at The 
Bearded Lady would be the last one encumbered by the constraints of naturalism in narrative 
and performance. Further script work cut away some of the complicating factors that derived 
from the re-presentation of a presentation, and had Warmwaters unapologetically 
acknowledging the fact that they were performing their own show. This is a step away from 
theatrical characters and the ‘as if’ and a step towards the ‘what is’ of personae and music. 
As uncomfortable, and embarrassing as it is to perform unsuccessfully, develop a character 
that is unconvincing or make an error live in front of an audience, other mistakes and breaks 
in the other projects were just as rich and instructive. 
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 ‘Well I can’t pretend it didn’t happen’: Instructive Flubs 
That distinctive sense that only live performance can achieve, that what is happening now 
could only happen once, and only happen now,  emerges from unexpected quarters, if it is 
allowed to. At The New Zealand Ukulele Festival (November 2013), playing a new song for 
the first time in preparation for what became Gentlemen Songsters, I made an error playing a 
ukulele solo, unskilfully fumbling an arpeggio. 
 
Tyrone at the New Zealand Ukulele Festival, Auckland Performing Arts Centre, November 2013,  photo Peter Dennison 
 
Within the Tyrone persona, I attempted to push on, but then ceased playing, narrated my 
mistake and asked the audience’s permission to re-play the passage. The moment, once 
achieved, was rewarded with spontaneous applause, and an audible ‘Yeah’ from a number of 
audience members at the song’s conclusion. These moments are the awkward treasures of 
performance. They’re not anticipated or directly replicable in subsequent performances. 
 
These kinds of flubs are opportunities for the layered complexity of what’s going on to be 
revealed: the layers of person and persona, the tension between singer and song, and the 
relationship between the audience and performer. An error like this allows the frame to be 
shaken, shifted and then re-established via a new, collaboratively generated intersubjectivity: 
a shared knowledge, as Goffman might put it, of ‘what’s going on here’. As a performer 
gathers these experiences they can be welcomed as opportunities rather than threats. I 
resolved not to go out of my way to make mistakes, but rather to keep an eye out for them 
and see what they had to offer the nexus between character and persona.  
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There’s a small, subtle moment in Gentlemen Songsters, a minor error that points to the 
distinct qualities of a persona in the act of making music. 
 
50 minutes into Gentlemen Songsters the performance personae of Tyrone and Lesley have 
proved themselves able to write, perform and accompany themselves in the performance of 
their original material. The smallest mistake, or fumble, however, can still stop proceedings. 
In this case it’s a dropped plectrum, represented below in a transcription of the live 
performance   
Towards the end of Gentlemen Songsters, LESLEY has just completed a solo on the 
U-Bass,  in the song ‘Old Fashioned’ (Megarrity/Vincent) 
 
TYRONE launches into the reprise of the bridge. 
 
At 49.51, TYRONE sings “I always hoped that we’d..” 
 
One line into the final verse, he drops his plectrum, rendering his ukulele 
accompaniment somewhat diminished. He’s also flubbed a lyric. 
 
LESLEY clocks the mistake with a small double take and keeps the bassline going. 
 
TYRONE: (to the audience) Hang on a second, I just dropped my pick. Hold that thought. 
 
TYRONE stoops to pick up the lost plectrum. 
 
TYRONE: (off-mic, to Lesley, but audible) Well I can’t pretend it didn’t happen  
[my emphasis] The audience laughs, gently. 
 
TYRONE awaits a musical point to re-enter the song, and does so. 
 
TYRONE: (sings) “The show may be over. We’re off the air..” 
 
The song resumes and plays out to its coda of audience-participation whistling. 
 
‘The Dropped Pick’ (Unscripted: Transcription from performance Video: 49.33) 
 
What’s observable at this moment? A simple instance of ‘musically thinking on one’s feet’ 
on the behalf of the performer perhaps - yet beyond this is the choice to point to (and risk 
puncturing) several layers of the performance, while simultaneously underlining its organic 
wholeness.  It’s a kind of compositional thinking: the song (and the show) must go on. 
Reflecting in-action, the performer attempts to continue, then resigns to the obvious and 
amends the technical issue. His accompanist recognises what’s gone wrong (performing an 
acknowledgement of the action with a miniscule double-take) keeps going with the song, 
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vamping till ready. Tyrone/David senses the rhythm, calculates and cues his re-entry, making 
an off the cuff remark that acknowledges the mistake with a ‘distance and a twinkle’. 
 
A ‘character’ ‘performing’ a pre-determined song with its place in a suite of narrative,  
propping up a fictional context as well as performing the musical content, would perhaps 
have ‘lost the plot’. It’s not ‘as-if’ something is really happening in moments like this, what 
is actually ‘what is’ going on, and it’s OK for a persona to acknowledge that and invent new 
action borne on the moment in performance. 
 
There is ‘script’, performative patter inbetween the songs, but the pre-sequenced setlist is still 
running the show. There’s no ‘scene’ here, it’s a ‘song’. No fictional context for a character 
to uphold. The performer does indeed become ‘a hook to hang something on’ (Richards, 
2001) but what’s hung there is something really interesting: something constructed by the 
performers and the audience. The performance persona is more open to this final 
collaboration than a ‘character’ could ever be. 
 
The final part of this analysis focuses on another crack in the construction of a show, through 
which light shone, illuminating the potential (at first unfulfilled) of intermediality in 
Composed Theatre. The following account compares the same moment in two separate 
performance seasons, a year apart, and how we regained our composure in order to make the 
moment work. 
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Bear with Me: Two versions of a transition (2012-2013) 
 
David Megarrity and Samuel Vincent; publicity shot for Bear with Me, August 2014 photo Joyclyn Vincent 
 
When Bear with Me opens in June 2012 it is a fresh new work. Every show is different as we 
begin to sense its shifting rhythms. Existing as it’s designed to do, in a zone where its 
performance is at times collaboratively generated with an audience, these rhythms are 
unusually dependent on a range of factors beyond the direct control of the show.  
 
We notice certain songs, sequences and action generate an instant, mass response which is 
very satisfying for audience and performers in an old fashioned way, and that others where 
the participatory action is deliberately framed as more individuated such as (‘Teatime’ Script 
p 20 Video 27:41) in which audience members conduct a short tea-party in small groups) are 
more scattered and disorientating for us as performers.  
 
To relinquish control of the show, and to shift the site of focus from the planned action of the 
stage (and performers) to improvised action towards the floor (audience) is counter-intuitive 
and uncomfortable. It plays against the instinct of the adult performer to control proceedings. 
To release control is one thing: to respectfully re-establish it is another.  
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In the premiere season there’s one particular moment in which we consistently struggle to re-
establish audience focus and steer the action back to its pre-determined, scripted path. A 
segue between songs, driven by patter with music under, I’ll call it ‘Transitioning into Being 
Small’. The titling is retrospective. The structure of the work requires the arc of action to 
settle, in anticipation of a final ‘movement’ where the children peacefully put their bears to 
bed.  
 
Because of resource limitations we’re working from vision on a DVD. While there’s room to 
move on the timings because we cue new images and sounds from the stage, proceedings are 
linear. Initially determined by the playwriting methodology of setlist as script, there’s no 
facility to re-edit this, even if we wanted to. Shifting the setlist around is something we did 
when writing and rehearsing the work but isn’t possible to achieve during the performance 
season, with the composition of theatrical and particularly screen devices now fixed. 
One sequence in particular seems to have malfunctioned between concept and realisation. 
Here the intermedial matrix of spoken text, sung words,  music under, song, screen,  object 
theatre and participatory action reveals itself and appears to unravel, seeming to deplete, 
rather than support the performance. 
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Lesley (Samuel Vincent) and Tyrone (David Megarrity) just after a bear has fallen,  Bear with Me,  Tony Gould Gallery, Queensland 
Performing Arts Complex , June 2012 photo Grant Heaton 
 
We’re on the tail end of ‘Bearing Up (The Mountain)’ a game song where the participatory 
action of a bear climbing a mountain increases in pace, intensity and abandon until the bear is 
’hurt’. The script (page 17) intends to institute a process of bilateral mirroring of action, 
where ‘caring behaviours’ are mutually modelled (by performer AND audience) as a segue 
into a peaceful downtempo ballad called ‘Being Small’. Certain elements of these planned 
actions work. Others do not. It’s easy to observe from the video (Bear with Me [2012 season] 
25:18) that pre-meditated ‘script’ has too many words, makes little impact and is supported 
by unscripted instructions from performance persona ‘Tyrone’ intended to wrest the focus 
back: “…put bear on your shoulders…” and even “..sshhh.” A ‘character’, fully engaged 
within a fictional context and confined to a script, would have been useless at a moment like 
this, in which the ‘real’ demanded acknowledgement and response.  
 
Tyrone’s persona as generative narrator, alongside Lesley’s supportive focus and live ‘music 
under’ enabled the performance to invite, acknowledge, ride and steer through this turbulence 
without the show completely falling apart, but it was hardly ideal and certainly needed 
reworking. Clearly we were asking a lot of this particular transition. The script (the written 
component) required the song (the musical component) to be framed by a scene (a theatrical 
component) for it to function. But in June 2012 this wasn’t happening. 
There were practical constraints around the potential for change or improvement during the 
season, but of prime concern was that any changes would be servicing a false ‘definitive’ 
version of the show, emerging from a pre-determined script, rather than the realities of 
performing it. One of the qualities of music in performance is its emergence and fluidity, in 
contrast to the freeze-dried pseudo reality of a theatrical ‘fictional context’, which is stamped 
out almost identically each time it is performed,  incapable of attending to the audience’s 
needs in anything other than the most subtle of ways. 
 
At no stage during the first season did Bear with Me break down, or ‘lose’ the audience 
entirely, but this ‘Transitioning into Being Small’ was recognised over its first 12-show run 
as a moment that needed attention if we had the chance to revisit the show. I knew the script 
at this moment (however ‘rich and poetic’) was inadequate. I could potentially cut the spoken 
word to the quick, but the moment clearly needed a radical redraft and re-rehearsal. The 
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relationship of script, scene and song needed to be re-composed in some way. The solution 
was potentially musical, but had yet to emerge. 
 
Regaining composure: reasserting intermediality 
In October 2013, Bear with Me was programmed into the Awesome Festival, in Perth, 
Western Australia. In preparation for the remount I revisited this troublesome transition, 
informed by our experience of the premiere season, with the intention of making 
‘Transitioning into Being Small’ work. I re-wrote the scene, economising and clarifying the 
language. I shifted the emphasis from monologue to action. We experimented with his new 
solution in our short re-rehearsal period, but it emerged fully fledged onstage in Perth in 
collaboration with our audiences. This sequence can be viewed at 24 minutes into the video 
of the 2013 show. 
 
In the script, ‘Transitioning into Being Small’ as written in Draft 4 (June 2012) has ten 
stanzas. Draft 9 (September 2013) has seven. Overall, the text has contracted, and some 
phrases have been reorganised in sequence and rhythm. The counterintuitive haiku rhythm is 
at times pushed aside in the service of other rhythms, allowing the evocation of sense of 
rising panic, or lulling fall.  But that’s not all. This ‘patter’; these utterances have transformed 
from the discursive to the performative. There’s now a congruence to what’s being said and 
what’s being done. They’re the same thing.  
 
These words also re-invoke the enrolment of the audience as ‘Bear Experts’, drawing on 
conventions that the performance has already established, and point to the audience’s 
knowledge of their contribution to the action. The spoken text no longer attempts to offer new 
information, or instruction as it did in 2012. Tyrone’s function as generative narrator now is 
more congruent with the collaborative solving of a shared problem than a leader requesting 
action. This ‘Bear Experts’ text is a reprise; a recurrence of an original theme in a new 
context. It’s a motif with an embedded call to action. Perhaps the audience has developed a 
sense that there’s no need to pretend when you can ‘do’, because the mode of performance is 
‘what is’ rather than ‘as if’. Certainly music is playing a more crucial part in the action. 
  
In performance, the “sub-sequence’ “let’s play that they fall” (Bear with Me 2013 video 
24:11) is more genuinely playful. Another ‘loop the loop’ has been incorporated into the 
trajectory of the bear’s fall,  which is strengthened by a falling melody of both vocal and 
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bass, which rest on a subtle bed: a pre-recorded weft in the key of C: one of the few moments 
of pre-recorded underscore in the work. All these elements were in place for the 2012 season, 
but in 2013 they are purposefully employed in symphony, in that word’s sense of 
‘harmonious combination’. This is compositional, rather than theatrical thinking in action. 
 
The gesture of picking up and comforting a fallen bear is augmented with a reprise (at a 
slower tempo) of a bassline that may seem vaguely familiar to the audience. Tyrone, here 
scripted as ‘LEADER’, speaks: 
 
Hold on a minute. 
Hold on. 
We’re holding. They’re held. 
Let’s rock. 
Leader sings a reprise of Holding You, much slower and softer. 
Holding You (reprise) (Megarrity) 
We’re together, me and you 
When I’m holding you 
When I’m holding you 
I feel there’s nothing I can’t do 
When I’m holding you 
When I’m holding you 
 
Small but powerful. 
Sometimes all a bear needs 
Is just to… be  
On the SCREEN, some of SCREEN BEAR’s words have faded away, to leave only the 
word ‘BE’. Leader’s Bear is still on his shoulder. He brings it down to his arms. 
(Megarrity 2013, 18 Bear with Me) 
 
This script is a series of gentle word-plays, (various senses and tenses of the word ‘hold’) 
arranged into a two-note, soothing pattern such as a parent might use to comfort a child. In 
performance (Bear with Me 2013 video 24:45) there’s a falling cadence as the phrase 
resolves to the tag “let’s rock”. This points not only to the physical action of ‘rocking’, which 
is happening at that moment in the stage and the auditorium, but as a genre-reference to the 
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reprise of ‘Holding You’ (Megarrity, 2012), a rock song that performance and audiences 
danced joyfully to only 10 minutes ago.  
 
Thus the performance is repurposing its own codes of music and words in a deliberately self-
referential act that draws on music’s distinctive power to intersubjectively enhance its own 
symbolic order towards shared meaning in performance. Here song becomes scene, used in 
the service of attachment object. The deepest themes of Bear with Me therefore come to be 
represented in a moment of performance that is both functional and poetic. 
 
‘Holding You’, in its first iteration earlier in the setlist (Bear with Me 2013 video 14:41) was 
a seemingly throwaway rocker celebrating the joy of soft toys. The ‘bear’s right to arms’. The 
reunion is presented in a gentler musical arrangement, reframed as a song of comfort, security 
and attachment. The repetition and rearrangement draws in the themes of the piece, and while 
it utilises language, is not completely dependent on it. The re-drafting of “Transitioning into 
Being Small’ of the 2013 season of Bear with Me could withstand an even closer analysis of 
text, music and song to reveal rewarding layers of conceptual word-play; on one level it’s all 
very ‘clever’. 
 
But this is not how music and words are experienced in performance.  Text whizzes by. The 
script can be irrelevant. Audiences may not be able to hear the ‘music under’ over the general 
hubbub, and everyone attends differently to a song in performance. Some follow the tune, 
some the rhythm, some the words. If you’re three years old, you may be attuned to something 
else entirely.  
However for this moment, musicalisation was the kernel of the solution. It clarified this 
difficult, scattered moment with a thread of rhythm, melody and reprise to sew the segue 
together, to open it to collaborative participatory action, and frame the next song on the 
setlist. 
 
The seeds for this change were perceivable in all its constituent parts, but they needed to be 
combined and recombined not in theory, but in performance. Compositional thinking was the 
most appropriate mode of thought and action to this solution. Dramatic thinking applies to 
causes and effects: its expression via the spoken word is the discourse of logic. 
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There’s logic at play here, but there’s also emotion. No artform performs emotion better than 
music.  Therefore previous attempts to ‘make sense’ of this moment onstage were bound to 
come up short, because they were serving the page, not the stage.  
 
To rely on an unintegrated combination of spoken word and underscore may have worked in 
an instance where the context was fictional or instruction was the mode of delivery, but the 
structural trajectory of the work was intended to lay the ground for a moment where the 
audience could exercise agency in their own contribution to the performance. 
 
The confluence and convergence of art forms at this moment was intermedial. Its essential 
musicality makes this moment, and Bear with Me in its entirety, of all these creative works, 
the fullest rendering of Composed Theatre  
 
Bear with Me asks a simple question of its performers, its audience and its bears: ‘shall we 
play together’?  Though other aspects of this intermedial performance are very playful, Bear 
with Me’s inherently composed nature as a piece of theatre proposes that the very best thing 
to play together is music.  
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Findings and Conclusions  
 
 
 
Tyrone and Lesley (obverse) photo Joyclyn Vincent 
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Composed Theatre is essentially intermedial. This investigation set out to uncover the distinct 
challenges that writers and performers may face in negotiating select polyvalences between 
Theatre and Music. Theatre has been musicalized and music theatricalised in the search for a 
mix of certain polarities that shaped these four creative works, and reveal distinct qualities of 
Composed Theatre itself. The central analogy of the mixing console enables the makers of a 
performance to articulate and manipulate aesthetic emphasis in the brilliant territory that lies 
between theatrical and musical poles. Each show’s sliders will have its own ‘settings’ which 
may serve as an initial determinant, but must remain responsive to the collaboration between 
artforms inherent to intermediality. 
 
Slider 1 Compositional Thinking and Theatrical Thinking  
These two approaches possess kinships and antipathies, a palette of contextually determined 
harmonies and dissonances which provide a rich resource for Composed Theatre. 
 
Theatrical thinking is essentially deterministic. Certain properties are identified and a 
structure built towards a fictional context (a dramatic ‘present moment’) in which language is 
more foundational. If not mimetic, it is focussed on the nature of representation. 
In performance framed as ‘theatre’ this quality, which enables a suspension of disbelief has 
been termed ‘as if’. 
 
Compositional thinking is essentially emergent. It begins with the indeterminate and as a 
composition is articulated, finds its own form in a domain in which language does not 
necessarily hold sway. Recognisable representations aren’t the main focus. 
In performance framed as ‘music’, where suspension of disbelief isn’t necessary this becomes 
‘what is’. 
 
When composing for a piece of theatre, writing music first as music, rather than as a servant 
of a pre-determined narrative, opens intermedial processes to the actions of music as an 
independent agent able to exert influence over other artforms.  Music that is a product of 
Compositional Thinking, rather than Theatrical Thinking, maintains its own integrity, which 
can lend friction and surprise to a confluence and convergence of multiple art forms that is 
essentially intermedial. 
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Songs, composed as music, rather than pre-cut rungs of an extant narrative, can combine their 
inherent integrity with a self-knowledge of how they might operate within a theatrical frame. 
Though intermedial (containing music and words among other elements) songs must be 
considered as music on the ‘mixing console’ of Composed Theatre. Compositional thinking 
produces songs which are performative, and when juxtaposed with other musical works in 
performance can be considered an open structure with narrative properties. This is the setlist. 
Songs can be shaped into scenes, but once this happens they are serving a more causal 
narrative structure, and as such become a function of theatrical thinking.  
 
It’s possible to apply musical thinking to the work of a playwright. This investigation 
supports several of Roesner’s observations of composed theatre’s qualities: the use of musical 
structures rather than dramatic structures to shape theatre, and an affinity with the spiral 
mosaics of mise-en-abyme. When these patterns whirl within a theatrical frame, they must 
confront its implicit expectations of ‘causes and commitments’ – the logic of the linear 
narrative so commonly bordered by the theatre’s proscenium arch - and a ‘dramatic quality’ 
quite different that that we might expect from performances framed as music. 
 
When theatricalising music, or musicalizing theatre, these tensions are felt most acutely in 
process and product (for artist and audience) around the point of climax and its anticipation. 
 
Slider 2 Music and Words 
Music and words in reach audiences differently. This investigation saw the music of The 
Empty City momentarily slide back into its traditional theatrical role as a submissive bed for 
text, playing quietly in the corner while the words of a playreading took precedence. 
 
Once freed from these constraints, music played an integral role in an intermedial process, its 
rhythms and changes embedded in the work of the writer on the page, the director and 
performer in devising the action, the animator in building virtual environments, and onstage 
in performance. In this composed environment, words sometimes served as initial offers in 
the creative exchange, but rarely the final determinant. In the Empty City, words were 
presented, played with and re-composed, mixed and re-mixed, gathering their own musicality 
along the way. 
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In Bear with Me interstitial ‘patter’ was composed by the playwright using a haiku form 
whose rhythms uncoupled the standard power relationship between music and words, 
demanding a rhythm and economy of expression that qualitatively changed the performance 
at all stages. 
 
The subtlest of theatricalisations in this suite of works, Gentlemen Songsters, involved a less 
structured but no less constrained approach to language. At its most effective, this patter was 
performative; it simultaneously brought into being what it described, therefore pushing the 
words away from the theatrical and towards the musical. This performative patter, so casually 
used on musical stages, offers ‘ways in’ to more than just the music. Its function is not only 
to ‘talk an audience into’ a song, but to carefully frame it for enhanced understanding as a 
moment in itself, in a stream of other moments. 
 
Slider 3 Setlist and Script 
The rough craft of the setlist, long the domain of the musician, creates a complex,  
multidimensional text that can perform as a script, as a site of performance experimentation 
and as a generative device for a playwright wanting to approach narrative from a 
Compositional, rather than Theatrical perspective. The setlist’s tendencies towards a self-
sorting, intra-articular dynamic can inform the overarching sequence of musical and theatrical 
events that comprise Composed Theatre. In addition, songs may subsequently grow into 
scenes, especially where the live performance of music is the principal site of staged action. 
 
Musical structures such as the sonata and song cycle can be used to inform the shape of a 
theatrical narrative. There is some resemblance between these structures and more standard 
story structures of representational theatre, but their inherently musical qualities allow for the 
non-logocentric, associative play of music that qualitatively distinguishes Composed Theatre. 
 
 
Slider 4 Persona and Character 
The performance persona (long the domain of the musician) and the character (so well known 
to dramatists and actors) stage themselves differently. A character is dependent on the 
narrative web in which they struggle: the fictional context or ‘as-if’. A persona is more able 
to navigate non-representational or emergent narrative structures: the performative ‘what is’ 
that’s essential to Composed Theatre. 
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The relationship of music to identity and emotional life opens the possibility that personae are 
even perceptible in musical materials and the way they are performed and received. The 
maker of Composed Theatre must consider the possibility that there is already someone in a 
song, or that there’s a ‘me in the music’ (De Nora 2000, 158) which means their materials are 
not neutral. In this way, a show where the live performance of music is a principal generative 
act is already playing with personae, no matter how it’s framed.  
 
In a performance that knows it’s a performance, a persona can make a mistake onstage and 
build it into the action. While there’s value in the inner workings of an actor rendering a 
‘believable’ character able to perform their role in a theatrical narrative, it’s not much use in a 
frame in which the suspension of disbelief is surplus to requirements.  
 
Musical personae admit the action, and do not pretend it is something else. The persona is 
able to flow in and out of the music, and between states of inwards and outwards orientation: 
playing in to the music and playing out to the audience. Composed Theatre allows for this 
flux in the individual performer, and across multiple performers operating in different modes 
or information states. 
 
The intermedial composition of Composed Theatre 
As an essentially intermedial art form, Composed Theatre asks a lot of its audiences, and is 
very demanding for artists to create. Music, naturally, has to be in its DNA. A play text can 
be musicalised: this process lends a distinct quality to the word on the page and in 
performance: involving visual, textual as well as temporal rhythms, from the smallest units to 
the largest structural determinants. 
 
Songs themselves are intermedial texts. Their essential performativity must be identified and 
framed by the structure composed around them.  
 
The more that Theatre is the commanding form, the more Music is usually submerged. When 
artists are making composed theatre in which the performance of music is a key feature, a 
setlist can be the spine of a script. A gig-based, music-focussed and iterative working method 
centred on live performance, cycling through writing, performance, videography,  
transcription, rewriting and returning to performance proved a very useful playwriting 
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methodology for shows where the live performance of songs is the principal action. This 
method enabled certain inimitable qualities of the live event to be folded back into a 
‘theatrical’ script for reinterpretation back into performance. 
 
The combined work of writer/composer,  and the deheirarchisation of commanding artforms 
inherent to intermediality within these four projects enabled the reversal of the usual question 
that theatre asks: ‘what music does this theatre require?’ to a question that clearly defines the 
domain of Composed Theatre: ‘what theatre might this music require?’ This transcended my 
initial concern for its impact on narrative and required the identification, manipulation and 
constant renegotiation of polyvalances which found project-specific balances between 
compositional and theatrical thinking, words and music, setlist and script,  and finally persona 
and character. 
 
The two versions of ‘Transitioning into Being Small’ selected for comparative analysis prove 
that it’s possible for intermedial elements to be assembled in an additive way: all present, but 
not yet collaborating. An impression of Composed Theatre. Musical decisions and actions 
were the key to finding an authentic combination of these artforms which enabled the mutual 
redefinition of artforms that characterises intermedialtiy. 
 
This key was essentially musical and could only be lost and then truly found again in the live 
performance of Composed Theatre, a distinct domain of process and product which is always 
going to be a ‘mixed up’ product of polyvalences which combine multiple, shifting signals 
into one kind of output: the beautifully unusual objects of Composed Theatre. 
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Creative Works   
1 Performances on video  
Included as video, available online by clicking on the title. 
 
The Mixing Console: short animation of central analogy 
 
Bear with Me  
Live at the State Theatre Centre of Western Australia, Perth October 2013  
Duration 40 minutes 
Performed by Tyrone and Lesley 
Writer/composer/performer David Megarrity 
Composer/arranger performer Samuel Vincent 
Director Michael Futcher 
Dramaturg Janis Balodis 
Video Nathan Sibthorpe 
 
The Empty City  
Live at the Heath Ledger Theatre, State Theatre Centre of Western Australia,  Perth for the 
Awesome Festival,  October 2013  
Duration 40 minutes 
Tom Oliver | Tom 
Bridget Boyle | Mum 
Bridget Boyle, Sandro Colarelli, David Kidd, Anthony Standish, Lucinda Shaw, Yuki Honey Toda, Jessica 
Veurman-Betts | City Voices 
 
CREATIVE AND PRODUCTION TEAM 
David Megarrity | Writer/Composer 
David Fenton | Director/Producer (The Human Company) 
Jonathon Oxlade | Illustrator/Designer 
Luke Monsour | Animation/ Film Maker 
Lucas Stibbard | Associate Director/Performer 
Katrina Torenbeek | Managing Producer (Metro Arts) 
Freddy Komp | Production/ Stage Manager/ LX Design 
Brett Collery | Sound Production and Additional Music 
Produced by Metro Arts & The Human Company 
 
ACKNOWLEDGEMENTS  
Production Partner QUT Creative Industries.  
The Empty City is supported by MAPS for Artists, a management and producing service, delivered by Metro Arts. 
The stage adaptation of The Empty City was a finalist in the Queensland Theatre Company’s Queensland Premier’s Drama Award 2012/13.  
The Empty City, written by David Megarrity and illustrated by Jonathon Oxlade, was first published in Australia by Lothian Books and this 
Stage Play is produced by arrangement with Hachette Australia Pty Ltd. This project has been assisted by the Queensland Government 
through Arts Queensland and the Australian Government through the Australia Council, its arts funding and advisory body. 
 
Gentlemen Songsters  
Live at the Brisbane Powerhouse June 2014  
Duration 60 minutes 
Writer/composer/performer/filmmaker David Megarrity 
Composer/arranger performer Samuel Vincent 
Director Michael Futcher 
 
Warmwaters 
Live at the Brisbane Powerhouse, Queensland Cabaret Festival June 2015 
Duration 50 minutes David Megarrity (Luke Warmwater) guitar/vocals 
Bridget Boyle (Lena Warmwater) flute/vocals 
140 
 
2 Scripts and Music 
Bear with Me (23 pages) 
The Empty City (34 pages) 
Gentlemen Songsters (24 pages) 
Warmwaters  (35 pages) 
 
Each script is accompanied by a CD containing studio recordings of the relevant compositions 
Most of this music can be previewed online by clicking on the title. 
Bear with Me  
Hello There Hello Bear   (Megarrity/Vincent) 
Stare Bear    (Megarrity/Vincent) 
Bottoms    (Megarrity/Vincent) 
Holding You    (Megarrity) 
Where’s that Bear?  (Megarrity) 
The Marching Teddies   (Megarrity) 
Bearing Up (The Mountain) (Megarrity/Vincent)   
Being Small   (Megarrity/Vincent/Green) 
Tea Time    (Megarrity/Vincent)   
Sleepysong   (Megarrity/Vincent)   
Bear Relaxation   (Megarrity/Vincent) 
Bear with Me    (Megarrity/Vincent) 
Bearport     (Megarrity/Vincent) 
Tyrone: ukulele/vocals 
Lesley: double bass/U-bass/vocals 
with Kylie Southwell: backing vocals 
Recorded and Produced by Brett Collery April and July 2012 
 
Sounds from The Empty City  
shoelaces and yo-yo 
the busy city 
down the up 
where to now 
eat a burger* 
showing pluck 
fashion dummies 
pavement 
city is yours alone 
pluck away 
lost property 
filled with stuff 
block by block 
sublime toy 
city kit 
boss fight 
lookout 
returning 
bumps* 
composed and played by david megarrity 
apart from* (collery/megarrity) 
recorded and mixed by brett collery 
Cover illustration Jonathon Oxlade 
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Gentlemen Songsters  
Soundtrack compiled from studio albums Ukulele Heart (2011) and Gentlemen Songsters (2014) 
Ukulele in your Pocket   (Megarrity/Green) 
Gentlemen Songsters   (Megarrity/Vincent) 
True Collars    (Megarrity/Vincent/Green/Fordham) 
Lonely     (Megarrity/Vincent) 
No Harm in Trying   (Megarrity)  
Sidekick    (Megarrity/Vincent) 
Now at Last*    (Haymes) 
My Dog has Fleas   (Megarrity) 
Bottoms    (Megarrity/Vincent) 
Know     (Megarrity/Megarrity) 
Kedron Brook    (Megarrity/Vincent) 
Stairing     (Megarrity) 
Moon song      (Megarrity) 
Bear with Me    (Megarrity/Vincent) 
You May as Well Smile  (Megarrity/Green) 
Excuse Me    (Megarrity) 
All Dressed Up    (Megarrity/Vincent) 
Unaccompanied    (Megarrity/Vincent) 
Half Full *   (Megarrity/Green) 
Ukulele Heart    (Megarrity) 
Old Fashioned    (Megarrity/Vincent) 
Last song    (Megarrity/Vincent) 
Thankyou    (Megarrity/Vincent) 
 
All tracks recorded and mixed  by Thomas Green at Greenroom 2012-2013 
Apart from Bear with Me recorded by Brett Collery 
*tracks no studio recording exists 
 
Warmwaters  
Joined as One 
So Bad 
Honeyeater 
Wind Power 
Let it Grow 
Pushing you out 
Holding Your Memories 
The Galleon Sails 
Call and Response 
Le Bonheur  (Happiness) 
 
music and lyrics Luke Warmwater (David Megarrity) 
Recorded and mixed by Luke Woollett at Gasworks Studios 
October 2014 
Luke Warmwater guitar and vocals. And organ. 
Lena Warmwater flute and vocals 
With David Megarrity vocals, guitars, keyboards,  mandolin,  glockenspiel,  harmonica 
Bridget Boyle flute and vocals 
Samuel Vincent bass, James Lees drums and percussion 
Jevan Cole guitar on The Galleon Sails 
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Appendices 
1 List of Project Overviews (on memory stick, all approx 2 minutes) 
Bear with Me 
The Empty City 
Gentlemen Songsters  
Warmwaters   
 
2 List of associated performances and works in progress, hyperlinked in text 
The Empty City 
Confluence of Crockery (subtitled rehearsal footage,  Queensland Performing Arts Centre,  
Studio 1,  2011) 
Sounds from the Empty City (excerpt, live performance of Empty City soundtrack,  
Melbourne Ukulele Festival 2014) 
 
Bear with Me 
Premiere Season (archival video)  Tony Gould Gallery,  Queensland Performing Arts Centre 
June 2012 
 
Warmwaters 
Studio Debut (live performance in studio) July 2012,  Gasworks studio 
Live Debut  Room 60, Brisbane, November 21 2012 
Live at the Burlesque Bar, Melbourne,  April 2013 
Live at Shucked Lane,  Newstead,  Brisbane November 2013 
Part 1 Part 2 
Gentlemen Songsters 
Tyrone & Lesley at Melbourne Ukulele Festival  March 2014 
Tyrone (solo performance) New Zealand Ukulele Festival,  Auckland Performing arts centre,  
November 2013 
 
 
3 List of Interviews 
Boyle, Bridget performer, Warmwaters August 17 2014 
Fenton, David Director, The Empty City,  Tom Oliver,  performer May 1 2013 
Fenton, David Director, The Empty City, June 26 2013 
Fenton, David Director, The Empty City, Sept 12 2014 
Futcher, Michael Director, Bear with Me, Gentlemen Songsters June 10 2014 
Komp , Freddy Production/ Stage Manager/ LX Design The Empty City  September 9 2014 
Vincent, Samuel co-composer, performer Bear with Me, Gentlemen Songsters 
Interview 1, March 30, 2012. Interview 2 September 12 2014 
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Drivers of the Work 
Teddy Bears are cute. Seriously cute. Bear with Me takes the cuteness 
seriously, and uses the bear to unlock the symbolic potential of these 
domestic objects. Bears are often un-gendered, and commonly the first object 
which truly belongs to the child.  
 
Bear with Me’s starting point is the ubiquity of these furry companions, and 
aims to transcend the kitsch to unlock their soft mystery from the point of view 
of a child. This playful play unfolds from a point of valuing the role children 
experience as main carers and pseudo-attachment figures for their bears  
 
Bears, quite apart from their mythic status, enable a compelling transformation 
as the child plays with it – the toy enables him or her to perform as parent and 
child simultaneously. 
 
Bear with Me is not therapeutic or didactic. As healthy as spinach is, nobody 
wants it in their ice cream.* The performance does, however, have a deep 
subtext originating in attachment theory especially as it relates to the 
transitional object. It privileges the developing ability of children to recognize 
they’re being looked after, and their own ability to look after others (and 
themselves) This is symbolically represented in the ‘nested’ relationships 
between carer, child and bear. 
 
The performance holds the audience. In the audience, the adults hold the 
children. In turn, the children hold the bears. 
 
The small journey the Bears take in the play represent the desire to be 
bonded, yet separate, to explore and ‘return home’ safely. Imaginative 
journeys are nestled in shape of a day, play and the comfort of routine.  
 
*(paraphrasing Meg Sorenson in The Sydney Morning Herald’s Spectrum p36 March 31 2007) 
 
Cast   
Leader  performer/musician  Tyrone David Megarrity 
Accompanist  musician/performer  Lesley  Samuel Vincent 
 
Both are snappy dressers. Bow tie. Fez. It’s a special occasion. Accompanist 
is non-verbal. 
 
Staging  
Bear with Me is a music-driven theatre work for children.  
It’s an interactive concert presentation, aimed at exploring and celebrating the 
role of bears in children’s lives through a fun, participatory ritual. The intended 
audience for Bear with Me is bears, their children 3-6 and their carers. 
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A 40 minute two-hander, (current casting has this as two males, but it’s not gender-specific) Bear 
with Me will come across as a fun, participatory concert presentation led by a 
teacher/artist working as a musician in character.  
Setting 
This work is for a gallery space, with floor/cushioned seating. On the three low 
rostra (fronted by a small apron) is an old-fashioned projector screen, flanked 
by three microphone stands, which feed into a small vocal PA. There’s a 
largeish cardboard box. 
 
Screen 
The screen is the site of simple projected images which support the onstage 
action and delineate the show’s component sections. Each scene will have its 
own title card (most often the song that’s in each scene), incorporated with 
‘SCREEN BEAR’, the image on the front of this script. SCREEN BEAR is 
animated at times, providing an element of surprise.  
 
Seating  
In the auditorium, the floor seating is focused around medium-sized cardboard 
boxes. The arrangement of cushions and/or adult chairs should encourage 
family/friendship groups to gather round the box.  
Each of these boxes serves as (variously) a chair for the bears to get a good 
view of the stage, something for the bear to hide behind, a stage for the bear 
to perform on, a mountain to climb, a table to eat off, and a bed for it to sleep 
on. Each box contains a few ‘blankies’ (enough so there’s one for each bear) 
– teatowel-sized bits of material (or maybe actual tea-towels) which serve as 
blankets for the sleeping sequence 
 
Soundtrack 
Bear with Me will look like a concert presentation, and the show is built around 
the original music and its performance, but there’s more going on than that. 
The music is played live on two ukuleles (one will be a bass ukulele) with one 
lead and one backing vocalist. The music could easily sustain a larger 
ensemble. Basic instrumentation will be augmented at times by a backing 
track of antique drum loops and pre-recorded segments (derived from the 
original songs) which will serve to beef up the sound rhythmically and free up 
the performers to lead participatory action.  
Intro Music   (Megarrity/Vincent)   
Hello There Hello Bear * (Megarrity/Vincent) 
Stare Bear *   (Megarrity/Vincent) 
Bottoms    (Megarrity/Vincent) 
Holding You*    (Megarrity) 
Where’s that Bear?   (Megarrity)  
The Marching Teddies*  (Megarrity) 
Bearing Up (The Mountain) (Megarrity/Vincent)   
Oops [incidental]  (Megarrity/Vincent) 
Being Small    (Megarrity/Vincent/Green) 
Tea Time *   (Megarrity/Vincent)   
Sleepytime    (Megarrity/Vincent) 
Bear with Me    (Megarrity/Vincent) 
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Goodbye There Goodbye Bear * (Megarrity/Vincent) 
Outro Music   (Megarrity/Vincent) 
*denotes played to backing track 
Strands of participation 
Bear with Me is driven by an overarching and simple approach to role-play. 
From the outset, children are enrolled as experts: the main carers and 
attachment figures for their bears. The participatory elements of Bear with Me 
unfold from this idea. Therefore the audience of bears is performing too. 
 
The lead performer will lead action with clarity, and regulate the beginnings 
and endings of sequences with clear verbal instruction, scaffolded by visual 
(projected images) and aural cues, augmented by repetition. Participation 
could include: 
 
Around the performance 
Foyer:  If there is provision for a foyer experience to invite audiences into the 
performance space, it could include: Bear-themed ‘road signs’ in the foyer to 
help the audiences get their bearings. Bear Crossing, Bear Left 
 
A small number of emergency bears, perhaps a distinctive red colour, could 
be provided just in case a child forgets their bear. A label should indicate that 
they live at the theatre and can’t be taken home. 
 
Consideration should be given by FOH staff to the possibility of lost bears, lost 
property should be logged carefully. 
 
                             
Role of ushers/assistants 
Bear with Me could easily sustain the input of assistants who help with seating 
the audience appropriately and assisting the children and adults to participate 
in the show. They could do this by Modeling/mirroring action led by the lead 
actor, and supporting parent/children with action sequences. Naturally they’d 
be identified in some way as official helpers. 
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1 Welcome 
 
The stage is set with an old-fashioned portable projection screen. 
Intro Music. A vintage drum machine. Joined by a chiming ukulele. 
 
An image appears on the screen. It is a crocheted bear. Monochrome.  
This is SCREEN BEAR. 
 
The performers enter. Leader and accompanist gesture to the 
SCREEN.  
Leader and accompanist gesture three times. 
With each gesture, the words ‘Bear with Me’ appear, superimposed on 
the bear. Leader and accompanist stand back to admire the show 
TITLE. 
The words disappear, leaving SCREEN BEAR. 
 
The performers move to their microphones. They tap them. 
Leader and accompanist nod to each other. They are ready. 
They go behind the screen. We can see their legs. 
 
A hand protrudes from one side of the screen. It clutches a ukulele. 
A hand appears from the other side of the screen. It holds a ukulele 
bass. 
 
Leader and accompanist re-enter the stage.  
Accompanist plays along to the rhythm. 
The music ends: a SCREEN BEAR holds a placard: it says: ‘clap’ 
 
Accompanist plays. The Leader speaks over the music: 
 
LEADER:  
This is Bear with Me. 
Thankyou for bringing your bears 
Thankyou for coming. 
 
My name is Tyrone 
And this is my friend Lesley 
Welcome to the show. 
 
So here is the stage 
We will sing songs and play games 
And this is our space 
 
Out there is your space. 
You can watch, listen and sing 
An audience of bears. 
 
And bear experts. 
You. You are bear experts. 
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Grownups. You can help. 
 
We made this show for you and your bears. 
When you join in 
We will be making the show together. 
 
So. Let’s begin. 
 
The music changes. The Leader grabs a cardboard box and a small 
stool and moves to the front of the stage.  
The leader pulls his bear out of the box. Its head appears, then its 
whole body. The Leader endows the bear with its own life, and 
gradually models elements of puppetting. 
 
So here is my bear. 
He is my very own bear 
And his name is…Bear. 
 
Now let’s wave hello 
You can make your bear do that. 
Hello to all your bears. 
 
Leader gently takes his bear’s paw and makes the toy wave to the 
audience. 
At this moment he is modeling mirroring.  
 
A gentle turn-taking is established, with the emphasis on non-verbal 
mirroring. 
 
You can copy me. 
Now it’s time to sing along. 
Try copying this: 
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2 Hello There Hello Bear 
The beat shifts. The accompanist plays a new bassline. 
The leader initiates a musical call and response.  
 
LEADER: (sings) We are ready to sing. 
 
AUDIENCE: We are ready to sing 
 
LEADER: We are ready to sing. 
 
AUDIENCE: We are ready to sing  
 
LEADER: We are ready to sing. 
 
AUDIENCE: We are ready to sing  
 
LEADER: Hello There (gestures to audience) Hello Bear 
Hello There (raises bear) Hello Bear 
 
You are bear experts. 
You can sing and wave your bears. 
We’ll all play ‘Hello Bear’ 
Ready Teddy go.  
 
Hello Bear (Megarrity/Vincent) 
Hello There 
Hello Bear 
Hello There 
Hello Bear 
 
On the SCREEN, the song title goes, and after a pause, is replaced by 
“Clap!” 
The word “Clap” is then joined by “Quietly” 
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3 Stare Bear  
 
Quiet music. Leader sits on the stage, and turns his bear to face him so 
they’re both in profile. 
 
 
LEADER: Softness of bear’s fur 
so lovely to squeeze and hold 
and he smells like… me 
 
Bears help by being  
There just when they are needed 
That is their main job. 
 
He doesn’t say much 
only what needs to be said 
most times that’s nothing 
 
Turn to face your bear. 
hold bear. You can see that face 
Well, just look at that. 
 
On the SCREEN, the image of SCREEN BEAR’s face is gradually zooming in. 
 
I love to stare with my bear. 
I bet you do too. 
 
Sense the stillness now 
Look at those eyes, breathe in and sigh. 
Look at those eyes, breathe in and sigh. 
Look at those eyes, breathe in and sigh. 
We are both stare bears.  
 
Title card: Stare Bear. Leader initiates call and response, which runs 
through the entire song 
 
You can sing “Stare Bear” 
While your bear stares,   
You can sing along.  
 
The backing track begins.  
 
On the SCREEN, the image of SCREEN BEAR’s face is gradually 
zooming in to a close up of the upper half of his face. The screen is 
filled with his lovely face. 
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Stare Bear (Megarrity/Vincent) 
You see me. I see you there 
Stare Bear (Stare Bear) 
I have time for you. Time to spare 
Stare Bear (Stare Bear) 
 
Blink your eyes to prepare 
Stare Bear (Stare Bear) 
Look in my eyes and not elsewhere 
Stare Bear (Stare Bear) 
 
CH  It’s a game we always share 
Stare Bear (Stare Bear) 
A connection in midair 
Stare Bear (Stare Bear) 
 
You’re sitting there on your chair 
Stare Bear (Stare Bear) 
Both sitting still, we’re quite a pair 
Stare Bear (Stare Bear) 
 
Blink. Wink. I look at you 
and think. 
 
Blink. Wink. I take you in and think. 
 
CH  It’s a game we always share 
Stare Bear (Stare Bear) 
A connection in midair 
Stare Bear (Stare Bear) 
 
On the SCREEN, the words “tiny clap” appear. 
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4 Bottoms  
No title card. Just SCREEN BEAR in his standard position.  
Music. A Jaunty tune with a swingy rhythm 
Leader plays with his bear.  
 
Leader plays a copying game which apparently lead by his bear. He 
invites the audience to join in.  
 
I am copying. 
I am copying my bear. 
You can copy too. 
 
When the game is over his hugs his bear. 
He mimics its position, then sets it up an another position and mimics 
that. Then he sits him on the box and plays this parent/infant game: 
 
Round and Round the Garden 
(gently trace finger in a circle around Bear’s  paw) 
Like a Teddy Bear. One Step, Two –step,  
(walk fingers up Bear’s arm) 
Tickle him under there.  
(tickle under chin, under arm or tummy) 
When the game is over, Leader regards his bear and sighs 
 
…and I wonder if 
we are a part of the bear 
or if bear is part of us?  
 
We know them quite well 
But it’s still worth checking out 
The parts of the bear 
 
SCREEN BEAR is normal size again. Antique pointing fingers appear 
around him as they are mentioned by the leader.  The AUDIENCE may 
well want to add their response (bracketed) 
 
The Parts of the Bear  
Bear (eyes), bear (nose) and bear (mouth) 
Bear (ears), the bear (face) 
 
Bear Paws (the leader…pauses) 
Bear (arms). The bear (legs) 
Bear’s fat tummy. And last but.. Not least…bear bottom!!  
 
The SCREEN BEAR turns around at this point!  
The title card appears on his rear “BOTTOMS” 
 
Leader initiates group sing-along (call and response).  
The audience calls out ‘bottoms’ at an instrumental cue. 
 
Bear With Me by David Megarrity  11 
BOTTOMS (Megarrity/Vincent) 
 
1 Where would we be without bottoms? 
I think the whole world would stop. 
For without bottoms 
Life would be just tops. 
 
Take a look inside anything you like 
And you’ll see a bottom at the bottom 
People never think about bottoms 
But (t) Bottoms shouldn’t be forgotten 
“bottoms!” 
 
2 Bottoms keep the stuff in things 
Stop it all from falling through 
Think of the all the joy that bottoms bring 
There’s one right underneath you  
 
Take a look underneath anything you like 
And you’ll see a bottom at the bottom 
People never think about bottoms 
But (t) Bottoms shouldn’t be forgotten 
“bottoms!” 
 
CODA 
So sing out now for bottoms 
No matter where they hide 
And it won’t be long before we sing 
A song for corners, tops and sides. 
“bottoms!” 
 
SCREEN BEAR turns around, and “Bottoms” disappears.  
 
The word ‘clap’ appears. 
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5 Holding You  
Title card: Holding You 
 
Give them a bear hug.  
It feels good to hold. 
It feels so good to be held. 
 
That box you’ve got there 
Could be used for many things 
It could be a stage. 
 
All bears like to dance 
They’ve got some quite funky moves 
Have a look at this. 
 
Leader models some nifty moves with his bear and perhaps, as the 
bear audience joins in, points out and offers encouragement to other 
potential moves the audience has devised. 
 
Up and down and side to side 
Up and down and side to side 
Up and down and side to side 
 
Your bears want to dance 
They can hardly wait to start 
Let’s see your bears dance! 
 
Ready, Teddy, Go!  
 
Music starts. The song begins, a fast-paced rock/pop number. 
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Holding You (Megarrity)  
CH We’re together, me and you 
When I’m holding you, when I’m holding you 
I feel there’s nothing I can’t do 
When I’m holding you 
 
1  
Take you with me 
Shoulders bear 
Weight more easily 
When you’re there 
 
Why I take you  
I’m not sure 
But I take you with me  
more and more 
 
CH  
 
2 
I’m by myself 
Who’d have guessed 
I’d take you with me 
Less and less 
 
Leaving home 
I leave you there 
But take you with me 
You’re always there 
 
When I’m holding you. When I’m holding you.  When I’m holding you.  
 
On the SCREEN: “Clap” 
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6 Where’s that Bear?  
 
No title card. Just SCREEN BEAR.  
Sneaky Music. Derived from ‘Where’s that Bear’ as below 
 
My bear does one trick. Kind of. 
but it’s a very good trick. Kind of. 
Bear’s trick is… stay. 
 
But they’re not like dogs. 
and bears don’t really do tricks 
or poo in the yard. 
 
Bears like to play games 
I bet you have noticed that. 
Let’s play some games now. 
 
Leader demonstrates a simple game of peek-a-boo with the bear 
behind the box. The object of the game is at first the Audience, then the 
Accompanist, who’s is busy playing. Leader goes behind the screen as 
well to peek-a-boo from there. As the Leader’s bear manages to 
distract the accompanist, we observe the subtle contracting between 
two beings when they agree to play a game. 
 
When you are hiding 
you are kind of gone but kind of not.. 
good to know you’re there 
 
Poke your bear’s head out. 
And now you can make bear hide. 
And they think bear’s gone  
 
Behind the leader SCREEN BEAR has gone.  
 
(to accompanist) Where’s the screen bear gone? 
Where’s that bear? What’s he doing? 
The little rascal. Here’s a song for peek-a-boo bears  
 
Title card on the SCREEN: “Where’s that Bear?” 
 
The onscreen bear plays a game of peek-a-boo/hide and seek with the 
leader, who returns and attempts the song while the SCREEN BEAR 
goes nuts behind him. And the audience goes nuts as well. 
 
Where’s that Bear?  (Megarrity)  
Where’s that bear? What’s he doing? 
Where’s that bear? What’s he doing? 
Where’s that bear? What’s he doing? X 4 
 
On the SCREEN: “Clap” 
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7  Marching Teddies  
 
No title card. Just SCREEN BEAR, who’s returned. 
Leader retrieves his bear. 
 
A-Ha! So you’re back. 
This next part is just for you. 
It’s all about bears. 
 
Music softens. A descending bassline related to the next song 
 
Bear experts, you already know this:  
Bears are quite famous 
It’s hard to explain their fame 
But they’re everywhere 
 
On TV, in books. And in all the songs we sing. 
A parade of famous bears: 
Let’s name every one.  
 
The music lifts. A march.  On the SCREEN, there is a parade of images 
of famous bears, all treated to look black and white. It’s a montage, a 
slideshow hall of fame. The images of the bears are superimposed on 
‘placards’ that SCREEN BEAR ‘holds’ The slideshow finishes and 
SCREEN BEAR’s back on the SCREEN.  
 
The most famous bears 
Are the ones that live with us 
Famous from our love. 
 
We love those ones best. 
 
MMM. Marching music. 
Feel like marching, my good bear?  
Time for bears to march! 
One foot in front of the other, marching on the box. 
 
So…teddy, set, go!  
 
Title card on the SCREEN: “The Marching Teddies” 
 
Leader lifts his bear up and makes his toy legs march.  
The leader encourages the bears in the audience to join in.  
Once they’re off and running (well, marching), he goes to the mic and sings.  
 
The Marching Teddies (Megarrity) 
The marching teddies are marching along,  
Marching along, marching along 
The marching teddies are marching along, 
Marching along today 
(hip Hooray!)   
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This is sung twice. Inbetween the verses LEADER improvises 
comments about the diversity of comfort objects in the audience: 
there’s likely to be not only bears, but many other species of plush 
companions in the audience. 
 
On the SCREEN, the words “bear clap!” appear. 
 
Clap for the marching. 
 
The children may go along with the idea, which might playfully bring the 
energy level down and assist with transitioning into this more 
complicated participatory action. 
 
I wonder something. 
I wonder where they’re marching. 
Where they’re marching to. 
 
It’s good to know where 
everything is. Good to know 
What you can expect. 
 
But it can be fun 
To go where no bear has gone 
Before. To…. explore. 
 
Music. A simple ascending, then descending bassline. 
 
Because it is there 
Your box can be a mountain 
That’s worth exploring.  
 
Very tall for bears 
But bears love an adventure 
Let’s play bears climbing 
 
On the SCREEN: title card “Bearing up (The Mountain)” 
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Bearing Up (The Mountain) (Megarrity/Vincent) 
Up the mountain 
Mountain’s steep 
Don’t look down 
 the drop is deep 
 
On the mountain 
near the top 
Sea the view  
when you stop 
 
Look at us, you and I  
Bearing up, so beary high 
 
Down the mountain,  
running past 
Going downhill 
Downhill fast  
Puff/pant & Repeat X 3 
 
Matching the narrative of the song, Leader models his bear laboriously 
climbing and summiting the box-mountain. By now the audience will 
probably mirror the onstage action. But it’s fine to watch too. 
 
After a moment of bear triumph, he then models the bear jigging back 
down the mountain, to stand, puffing and panting at its foot. 
This process is repeated, the tempo increasing each time, with an 
exhilarating rush back down the mountain, a puffing and panting, a 
reflection and a return. Like the myth of Sisyphus, but fun.  
The bear gains confidence and pushes the limit of his new-found 
climbing ability, having fun and potentially resulting in a level of 
controlled hysteria, bordered by the structure of the song/activity.  
 
The Leader’s play is becoming increasingly rough. The fourth time the 
song is repeated, the music stops unexpectedly….. 
 
On the SCREEN, title card: Oops. 
 
The music halts on a suspended note. The Bear has ‘lost his footing’ 
and falls off the box.  Accompanist adds to the soundtrack. 
It’s a serious moment. The game has gone wrong. The leader stands. 
 
LEADER: Oops!   
My bear has fallen 
Your bear has fallen too. 
Let’s play that they fall. 
 
The Leader may need to re-model the fall here to bring the audience back 
after the rambunctiousness of the mountain-climbing, repeating the fall with 
slow-motion musical accompaniment. He then stands back, as if he’s had 
nothing to do with the accident. 
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I think that bear is hurt 
I think that he’ll be alright 
But bears need lookaftering. 
 
Bear seems to be lying quite still. Leader is lost for words. Perhaps the 
audience has some.  
 
We need bear experts. 
Wait! That’s us! 
We are bear experts. 
We know what to do. I’ll copy you. We’ll copy each other. 
 
Leader half-leads, half-copies action that involves picking up the bear, 
looking into its face, stroking it and holding it. 
 
Hold on a minute. 
Hold on. 
We’re holding. They’re held. 
Let’s rock. 
 
Leader sings a reprise of Holding You, much slower and softer. 
 
Holding You (reprise) (Megarrity) 
We’re together, me and you 
When I’m holding you 
When I’m holding you 
I feel there’s nothing I can’t do 
When I’m holding you 
When I’m holding you 
 
Small but powerful. 
Sometimes all a bear needs 
Is just to… be  
 
On the SCREEN, some of SCREEN BEAR’s words have faded away, to leave 
only the word ‘BE’. Leader’s Bear is still on his shoulder. He brings it down to 
his arms. 
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9 Being Small   
No title card. Just SCREEN BEAR 
Leader has Bear in his arms. 
 
Bears will stay the same 
They don’t grow like me and you. 
Growing can be hard. 
 
They’re smaller than us 
But we were once tiny too. 
Here is a little song about ‘Being Small’  
 
Bear Experts: you rock. So you can rock and hold your bears. 
 
Being Small  (Megarrity/Vincent) 
1 Sometimes being small is not too good at all 
When you run so fast you think you fly, but then you hit a wall 
Sometimes being small is not too good at all 
When you’re at the window watching raindrops fall 
 
BR 1:  …and sometimes people say things 
And you don’t know what they meant 
And you do not have the wherewithal,  
Dunno where your withal went. 
And you can catch a ball.. and eat your vegetables 
But nobody will teach you how to whist..le   
 
2 Sometimes being small is not too good at all 
when everyone’s too busy…to answer when you call 
Sometimes being small is not too good at all 
When you’re hearing angry voices down the hall 
 
BR 2 : And you’re feeling like a giant 
And you want to scream and shout  
And you cannot find the words you need 
To work the whole thing out 
But sometimes being small… ain’t bad at all 
 
LEADER asks for the bear experts to put the bears on their shoulders 
 
3 ‘Cause sometimes being small is not too bad at all 
When you’re carried on the shoulders of someone who is tall 
Sometimes being small can be beautiful 
The night sky, a lullaby, and you and I 
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10 Tea Time 
 
Good lookaftering  
Bear Experts, give yourselves a clap. 
Listen. My bear’s tummy is rumbling. 
 
Your bears must be hungry too. 
Bears love tea parties. 
Let’s have a pretend tea party.  
 
Items appear on the SCREEN to concretize the invisible tea set for the 
very young. They each appear with a gesture of the leader. 
 
With pretend  
tea cups (models gesture) 
tea pot (models gesture) 
and tea cake (models gesture) 
 
Bear experts, show us your  
tea cups (models gesture) 
tea pot (models gesture) 
and tea cake (models gesture) 
 
The accompanist stops playing. The leader takes over. Accompanist 
gets his own bear out of a hiding place. He stands, waiting for his 
bear’s invitation 
 
I see your bear is there. 
Would you care to share? 
Bears learn 
To take turns. 
(They pour, drink, share) 
Tea for me and  
tea for you  
and together we will have tea for two 
 
The tableaux is two adult men, having a tea party with their teddies, 
sitting either side of a cardboard box. 
 
Bear Experts: it’s tea time. 
You have everything you need. 
The box can be your table. 
You are in charge. 
Invite a grown up. 
Show them how it’s done 
We’ll play a song and have some fun.  
 
Don’t mind us. We’ll just play your tea-party music in the background! 
 
They leave the bears in position and play the song. 
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Given that the following song soundtracks self-directed, rather than 
overtly facilitated participation, it’s likely this sequence may seem more 
‘scattered’ as the music supports the play and performance of the 
children and their bears, rather than being the central focus. 
 
Tea Time (Megarrity/Vincent)  
 
1 Good day to you 
Good day to me 
Don’t you agree 
It’s a better day 
(with a) When you have a tea party 
 
2 It’s time to stop 
To do something new 
Let’s take a break 
This takes the cake 
I’ll take tea with you 
 
BR Pull up a chair 
Pull up a bear 
You’ve got lovely manners there 
When I ask if you’ve had enough 
I can see that you’re stuffed 
 
3 You don’t say much.  
Just sip your tea. 
Quite quietly 
But isn’t it lovely 
Just to… be? 
 
The Leader encourages the bears to dance on the cardboard ‘tables’ 
 
BR 2 Cut the cake invisibly 
Pour more tea with a flourish, see 
I can’t see what’s in front of me 
But to share it with you 
…nourishes me 
 
Rpt V3 
 
You don’t say much.  
Just sit and sip tea. 
Quite quietly 
But isn’t it lovely 
Just to… be? 
Just to… be. 
 
Thankyou Bear Experts. That was a good tea party. 
My bear is stuffed. 
But it’s not over until we’ve cleaned up 
 
Lift your bear 
Along with me 
And together we will count to three 
One, two, three... Bear it away!   
Tea set is gone from the SCREEN 
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11 Bear with Me  
 
The music shifts to soothing, woozy tones and a gentle rhythm. 
‘SLEEPYTIME’ (Megarrity/Vincent).  
 
SCREEN BEAR’s eyes droop and close, prompting the dialogue to be 
whispered.  
 
Look! Screen bear is tired. 
Well I can understand that 
“Bear with Me” is busy.  
 
hold bear very close 
how lovely to be wrapped up 
in a bear hug now 
 
Bears get so tired 
they don’t know how tired they are 
they are beary tired 
 
to feel safe, cosy 
my bear likes his own blanket 
your bears have one too.  
Bear Experts, let’s put bear to bed. 
 
Leader pulls a tea-towel from his box. Many others are pre-set in the 
auditorium boxes. 
 
Your bears have a blanket too. 
Set up the bed now 
Settle bear down in his bed 
Cover bear. With love. 
 
A soft hand. A whisper. A kiss. 
 
Leader ‘backs out’ of the ‘room’ leaving the sleeping teddies behind, 
snoring on the box. 
 
bears need to know that 
when they are lost to their sleep 
you’re there to find them. 
 
Bear caring’s hard work 
To help get your bear to sleep,  
here’s a lullaby:  
 
During the song, the screen gradually goes dark and starry behind the 
sleeping bear, as a blue gingham tea-towel rises up over screen bear, 
the first hint of colour that has appeared on the screen. 
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BEAR WITH ME (Megarrity/Vincent) 
 
1 The light is out 
And I have called 
There’s no answer  
From down the hall 
 
Curtain shifts 
Trees outside 
And my eyes  
Are open wide 
 
CH When I cannot bear it 
You’ll have to bear with me 
Safe and sound 
Arms wrapped around 
Bear with me 
Bear with me 
 
2 The things I whisper 
In my bed 
Your face is always 
Interested 
 
I wonder what 
You do all day 
With those eyes that don’t 
Look away. 
 
CHORUS 
 
On the SCREEN: “quiet clap” 
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12 Goodbye There Goodbye Bear  
 
LEADER sits the bears up, puts them in his lap and folds the tea-
towel/blanket as he speaks. 
 
Clapping woke the bears 
But they had quite a good sleep 
…what do bears dream of? 
 
What a busy play 
To think of all we have done 
We have sung and danced 
Climbed a mountain, fallen and comforted 
Had a tea party and a sleep 
Now it’s time to go 
 
Take these games and songs 
Take them home with you now 
They are yours and mine. 
Thankyou Bear Experts.  
Thankyou bears. 
Bears: take a bow. 
 
So, it’s time to go 
Let’s all sing a song we know 
Teddy set, go 
 
Goodbye There, Goodbye Bear* (Megarrity/Vincent) 
Goodbye There 
Goodbye Bear 
Goodbye There 
Goodbye Bear 
 
(Repeat) 
 
On the SCREEN: “big clap!” 
 
The song has ended but the beat/backing continues. 
Leader and Accompanist go to the box, where their bears sit. 
The performers bears wave goodbye. 
The performers wave goodbye 
 
On SCREEN, SCREEN BEAR waves goodbye. 
The performers put small, crudely rendered cardboard ukuleles in the 
arms of their bears, which are seated at/on the box/table. 
The performers bow. They help their bears to bow. 
They indicate the stage manager, who appears to be a bear, operating 
a sound desk. It bows. Performers leave the stage.  
 
SCREEN BEAR turns around. On his bottom is written ‘THE END’ 
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NOTES ON THE PRODUCTION: 
The Empty City is a performance for children 4-10 and their families. 
This non-verbal production combines projected images, moving set, puppetry, 
music and a single live performer in an adaptation of the picture book The 
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screens, one back projected, one front-projected. All other environments and 
characters are projections. Most objects are also projected, though at times, 
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– the environment keeps moving and shifting. 
 
At times the projection allows us access to particular points of view, ‘close-
ups’ and/or representations of interior states. 
 
There’s no dialogue in the performance – pseudo dialogue is occasionally 
included in this script  to offer shape and definition to intentions, visuals or 
gesture. 
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1 BEGINNING 
The proscenium arch is black. 
A pattering rhythm. 
In a small square of light, a boy’s feet enter frame. 
Only the feet. 
His hands struggle with shoelaces. It’s not working.  
 
The feet walk from the square of light.  
A ripping sound. 
They return a moment later, wearing different shoes. 
 
Velcro. Dressed. Ready. 
 
Female adult feet appear in the other corner. MOTHER. 
The feet face off. A conversation we cannot hear. 
A toe taps impatiently.  
A yellow yo-yo dips into frame, then clatters, spinning to the floor. 
 
No more playing. We’re going shopping. 
MOTHER’S feet turn and leave. 
The boy’s feet follow. 
 
A hand, clad in a red jacket sleeve, reaches in to retrieve the yo-yo. 
 
The square fades. Black. Two sets of footsteps, then many.  
 
Like a rainstorm the footsteps accumulate into the storm of noise that a city is. 
 
TITLE 
The Empty City 
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2 TOM 
The sound of patter of footsteps becomes pattering rain. 
It washes away the title.  
It fills the space in a deep field of bright falling streaks. 
 
The rainstorm dissipates. 
A busy city emerges from the storm, skyline first. 
The sound of rain is now footsteps pounding pavement.  
 
Then other levels and details emerge.  
Buildings. Signage. Tunnel entrances 
Cars flow through its veins.  
And the PEOPLE. It is teeming with people. 
 
Pedestrians cross our vision.  
Small, between buildings; in large scale. Bustling about their business.  
They fill every cranny of the image.   
 
A special one comes into vision, standing perfectly still, mouth open, eyes 
alive. Dressed in a red hoodie and Velcro shoes.  
 
It is TOM, a boy between the ages of 5 and 10, standing on a footpath, 
dwarfed by the city. He taps on his thighs, beating out his own little rhythm 
with his hands. 
 
Entranced.  
 
Pushing in front of him, bustling behind him, flowing around him, PEOPLE fill 
this city.   
 
What is his place… in this place? 
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3 DRAGGED  
TOM stands on the footpath, enthralled. 
 
A new square of vision appears. Into it thrusts MOTHER’s hand.  
Painted nails. Yellow sleeve. It shakes impatiently.  
 
TOM puts his hand in his MOTHER’s palm and is jerked into action.  
 
Walking now. Jaunty music. 
 
One of TOM’s arms is held upwards, because his MUM’s still holding it. 
 
MUM strides ahead, dragging TOM behind her.  
Sounds and sights whizz by, magnetizing his attention. 
 
A sudden stop at a kerb. How pedestrian. Waiting for the lights to change. 
MUM’s phone beeps. She has a text.  
 
She drops TOM’s hand, freeing him.  
He gives his arm a shake. Good to have it back. 
 
MOTHER’s clumsy thumbs absorb her as she texts her reply. Metallic beeps. 
TOM may as well not be there. 
 
Look at this sublime, confusing city.  
Given the choice, what would he check out first?  
He looks around. One shop stands out. Bright colours and funky music… 
 
 
 
 
4 FASHION SHOP (EXT) 
…he takes a few steps towards it …he looks closer.  
Not there. Clothes are stupid. 
A SHOP DUMMY poses in the window, holding a phone.  
TOM mimics and mocks it, a fey hand outstretched.  
 
He looks back at his MOTHER. He double takes. 
She totally looks like a dummy.  
 
MOTHER’s bleeps stop. 
 
TOM is frozen in his pose. Then ‘acts’ a casual stretch and yawn.  
He steps back to her side, dodging passers by. 
 
MOTHER bleeps again. Whew. 
 
Eyes alive, TOM spots something else… 
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5 CHOCOLATE SHOP (EXT)  
 
A cornucopia of chocolate bars. Rich colours edged in gold.  
It smells divine. He almost licks the window.  
…and… 
Row upon row of ‘Golden Boys’: his favourite chocolate. 
Drool. Maybe he could buy one?   
Nothing but a yo yo in his pockets. 
TOM’s face is determined. 
MOTHER still texts. 
 
TOM puts on a new face. Face # 43: “Hopeful Puppy Angel” 
…and shines it up to his MUM It’s worked before. But not this time. 
 
Beep. She’s not even noticed. 
 
Tug at her handbag. Unsubtle,  but effective. 
 
She turns to TOM. 
 
A glassy ding-a-ling. In comes MUM’s reply text and she’s back into her 
phone. TOM sighs energetically. Why don’t they stop texting and start talking? 
 
He’s about to try again when the pedestrian signal raps out its cue to cross 
the road. The people surrounding them scatter, moving forward and away. 
 
TOM gestures to his Mum: After you.  
But MUM still texts, standing still, surrounded by walkers. 
 
TOM urges her forward, pointing. Come on, we can cross! 
But MUM thinks he’s still hassling her for a chocolate. She’s flustered. 
She puts out a firm HAND to silence him. 
 
Beep Beep. The phone. Bip Bip. Pedestrian crossing. 
The lights change back and TOM stands beside his MUM, waiting again. 
 
In the silence the hum of the city pounds. Then: a shard of sound. 
Synthesised. Techno. Cool music. Where’s it coming from? 
TOM peers around. A bright video screen on a distant wall. Framed by 
buildings and people. It’s a promotional video for something really ‘awesome’. 
 
But what? He can’t see. It’s enticing. 
Its sounds like a party going on while he stands here with his Mum. 
 
[It’s the sound of the CITY KIT PROMO, but TOM doesn’t know that yet.] 
 
Then it’s gone. TOM’s chest deflates, but his neck still cranes.  
 
A beep. His Mum has pressed ‘send’. 
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6 CROSSING THE ROAD  
Bip bip bip bip bip bip. Pedestrians surge into action.  
TOM and his MUM are lifted into the flow.  
MOTHER strides through the city with renewed vigour.  
The city pumps, its beats and music propelling them along.  
 
7 TOUCH SCREEN 1  
TOM is lit by a blue glow. His walk slows. Embedded in the wall beside him, 
framed by tourist logos, is a video screen. ‘Touch the screen to begin’  
Should he touch it?  
 
Of course he should. A virtual tour guide flares into life, ornamented by 
sophisticated music. TOM’s surprised when it speaks, louder than expected: 
 
V/O: Touch the screen to begin. Where do you want to go? There’s so much to see and do, 
so many options in this city. Whether you’re a local, or a visitor who’s never been here before, 
I’ll help you find your way around. Touch the screen to bring up details of places to shop, eat 
and relax. I’ll be your guide. Touch the screen to select and explore the many options open to 
you in this city. Touch the screen to begin. 
 
Then the music stops, leaving a bare beat and the sound of feet. 
A loud BEEP. Another surprise. Has he broken it? 
 
His hand snaps back to his side.  
He makes a show of looking around for the ‘culprit’. Who touched that screen? 
 
No reprimand. Hang on. His MUM is not beside him.  
A moment of panic.  
Where is she?  
 
8 AUTOTELLER  
The unmistakable BEEPS of an AUTOTELLER. 
Ah. That’s where she is. MUM is texting and entering her P.I.N. 
What if you had your parent’s number? TOM peers towards the keypad. 
With her one free hand she gestures firmly: Stay. 
TOM’s indignant: But… 
There’s no argument to be had.  
He moves to her, and makes a show of waiting dutifully. 
 
9 MUSIC SHOP  
Music blasts. It’s infectious. TOM patters out his ‘thinking rhythm’ on his 
thighs. The window glows with band posters and big speakers. 
The rhythm spreads, working its way around his body until he’s almost 
dancing. He draws the attention of a passer-by, and fakes a casual and cool 
‘end’ to his dance. Back to normal. Dancing? What dancing? It’s hard for TOM 
to retain a cool demeanour when he’s so enthusiastic about the world. 
 
Then: a wisp of that unusual music again. With a crazy voice over. Indistinct. 
TOM turns to the window behind him and peers through: his eye is drawn to a 
sign that reads… 
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10 BURGER SHOP 
“Yo-Yo Burgers: Made Fresh!”  
Perspective changes. Close up. We’re inside a window of a burger joint.  
A parade of freshly wrapped burgers shifts sporadically down a sloping 
stainless steel chute. We hear the orders barked through a tinny PA.  
As one burger is purchased and removed from the bottom, another is added 
to the top and the greasy queue shifts down by one.  
TOM’s face pushes against the window, squishing his nose into a pig snout. 
He turns away. Over the road… 
 
11 CINEMA 
…. A queue of people at a cinema box office. As one ticket is purchased, the 
queue advances. All munch popcorn from stripy cardboard boxes.  
 
Yet another flatscreen plays a movie promo. Lots of images of cities from 
around the world and loads of the inexplicable booming sounds that soil the 
soundtracks of movie previews. A muffled voice over: 
In A World Gone Mad…BOOM! There Is Only One…BOOM!…Who Will Have 
The Courage…BOOM!…To venture into the unknown…BOOM! This 
Summer…BOOM! In The Movie Event Of The Year… 
 
…all this salt and fat is so tantalizing!  
 
But then.  
 
It happens… 
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10 
12 SPOTTING MR CRAZY’s    
…TOM sees the unmistakable shopfront of MR CRAZY’S.   
A beacon of fun for the young.  
The sounds of an angelic choir ring out. A posse of ugly toy angels on a shelf. 
 
More than a novelty shop. Its sign sparkles. Its windows are stuffed with… 
stuff. It is curvy in a world of straight lines. It almost has facial features. The 
main window has teeth. One high window forms an eyeball, its colourful pupil 
bounces around like a beach ball floating on air.  
 
A flat screen in its window blasts into action: it’s the CITY KIT PROMO, in all 
its glory: It’s crazy. Fast-moving, like Japanese TV on speed. Twittering 
electro soundtrack. Hysterical voice-over pumps the virtues of the CITY KIT 
like it’s the best thing ever invented.  
 
And to TOM it is. 
 
V/O: Imagine a city. A city where you control everything.  A city you have built. A city that 
belongs to you. Stop dreaming. It’s real. It’s here. And it can be yours. It’s the CITY KIT. It’s 
not a puzzle. It’s not a construction kit.  It’s not a robot. It’s all of these things and much, much 
more. With internet connectivity, multifunction digital components, your city can go on and on. 
Build it. Shape it. Make it. Take it. Break it. Remake it. Every bit fits. It’s the CITY KIT. (Very 
Fast) Only $169.99. for the starter kit. Additional components extra. Batteries not included. 
 
It’s a complicated ‘build your own mini-metropolis’ kit. It’s active and 
automated, with a tiny plane orbiting its highest skyscraper, suspended by a 
wire. It lights up. It has buttons to press. 
 (Importantly its profile/horizon is identical to the skyline of the city TOM and his MUM are in.)  
 
Beneath the flatscreen there’s the actual box. A CITY KIT box.  
 
TOM wants it so bad. He’s got to get in to MR CRAZY’S to check out the CITY 
KIT.  He turns hopefully to his MOTHER, who’s started chattering gratingly on 
the phone, then looks back at the store’s tempting door. 
 
He moves closer until he’s on the threshold, framed by the door. Suddenly an 
artificial sound peals out: kind of an unusual doorbell. Dink donk. 
 
He takes a step back. MOTHER’S still unavailable. He takes a further step in. 
Dink donk. The doorbell, then a frog croak. 
 
He begins to play with the doorway’s movement-activated sounds.  
Dink donk. Croak. Bark. Then there’s a fart. Officially the world’s most 
hilarious sound. ™ 
 
TOM is enraptured, and acts like he’s making the farts himself, dancing 
around in the doorway of Mr Crazy’s, with his bum poking out. 
 
MUM finishes her call, catching TOM in the act of ‘farting’.  
 
Detail. MOTHER’S stern hand appears. It beckons. TOM is torn.  
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11 
This is what he wants most. Just to visit this store.  
 
He asks, with every fibre in his body: can we go in here now? 
MOTHER’s hand beckons again. It hasn’t even registered his desire. 
TOM holds his ground. The CITY KIT PROMOTIONAL VIDEO fires up again. 
TOM points to it. He is determined. 
 
MOTHER’s hand jerks into a thumb, jabbing in the opposite direction. 
You will go my way.  The hand opens. Come. 
 
TOM stands still. He will not put himself in his mother’s hand. 
 
MOTHER leaves frame. TOM knows he must follow. 
 
He takes a last look at MR CRAZY’s and his head droops, looking down at the 
pavement as he leaves it behind. 
 
The music has gone. Just city sounds. 
 
Onwards.  
 
 
 
13 TRANSITION 1 
New frames flicker. Bright, impressionistic, scattered in the black. 
TOM’s point of view. He is looking at the ground as he walks. 
 
TOM’s feet pound the pavement, white shoes on the asphalt. A gutter. Litter. 
The black/grey black of a zebra crossing. Other PEOPLE’S feet. 
Two bank notes on the ground. 
 
Buildings float in and out, meeting and parting. 
PEOPLE queue and crowd.   
 
Audio verite. The real sounds of the city float by.  
The beat is suspended. TOM and his MUM stop. 
 
They are standing outside the… 
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14  BIGGEST SHOP IN THE CITY 
The mouth of a huge building gapes before them. 
 
TOM cranes his neck up. We follow his view, the entire stage picture tilting. 
Above him the sky is scraped. Clouds. A lone bird. 
 
Tilt back down now. Buildings on the left and right part like concrete curtains.  
 
There are a lot of escalators in there, receding like a series of mountain 
ranges. PEOPLE stream into its maw, to be calmly escalated towards 
consumer nirvana. 
 
15 INTERDICTION  
TOM wants to own the space. He rushes forward.  
It looks like he’s starring in his own martial arts film or something.  
To his MOTHER’s horror it looks like he’s going to run up the ‘down’ escalator. 
 
MOTHER’S hand appears: the largest it’s been: NO!  
TOM freezes at the lip of the escalator. 
A violent sibilance. Two big hands. Fingers outstretched, gesture ‘STOP!’  
More hissing. It’s MOTHER: Goodness sake! Behave yourself!  
She’s still on the phone. 
 
TOM takes a step backwards. His face is dark. 
 
16 CONSUMED 
A wide shot. TOM and his MOTHER appear, facing the crowds. 
They stand at the foot of the escalators.   
 
MOTHER steps gingerly onto the escalator, and makes a point of using the 
black rubber railing. The scolded TOM mimics her, standing right behind.  
 
He pulls his hood up, and takes in the view. 
 
Up they go: ascending, leaving frame then reappearing on another escalator, 
further away… then another until they are a small yellow and red dot, two 
among thousands.  
 
Shopping. 
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17  CROCKERY 
The escalator disgorges them into the Crockery Section of a classy 
department store. It’s quiet and the music’s as soft as the carpet.  
A display of well-designed plates lines the wall. 
 
Heaven for MOTHER, purgatory for TOM. MOTHER rejoices.  
You’ve come a long way, baby. Her eyes are like plates. She raises her arms 
in celebration, and heads in for some heavy crockery shopping.  
 
TOM mooches along in her wake, then stalls. He taps out his distinctive 
‘thinking rhythm’, beating his palms lightly on his thighs. The beat goes on. 
 
His MOTHER leaves the frame. TOM watches her go. He pulls out his yo yo. 
Up. Down. Around. Mmm. Better not. He puts the yo yo away and ‘behaves’. 
 
TOM notes several plates of different sizes on the wall.  
He tentatively touches one with a fingernail. It ‘tinks’. 
 
He looks around. He ‘tinks’ another. They are pitched. 
He looks at where his MOTHER went. She’s still there. 
Cautiously, he improvises a little tune on the crockery. 
Focusing now, he builds the tune. Making his own music. It’s sounding great. 
 
A harsh, whispering cuts into his consciousness. 
MOTHER’s HAND in the yellow sleeve, high on stage right, jabs at him with a 
firm ‘point’. She can’t yell at him, because she’s at the shops. 
 
TOM freezes, but must quickly find something else to do with his hand. It’s not 
convincing. He is caught: rabbit in the headlights, admonished by his 
MOTHER in a public place.   
 
If you can’t behave, get out. Wait over there.  
The hand goes. Shame job.  Reprimanded in public. Uncool. 
 
The crockery slides away as TOM walks over to the escalators. 
The mundane sounds of the echoing shopping centre return, rippled by the 
clank of the escalators he stands between. 
 
PEOPLE pass by, shopping. Some rise up from below, some step on and are 
carried away by the escalators.  All going their own way. 
TOM does not get his own way. Ever. He chooses his moment, and slowly 
protrudes his tongue in the direction of his mother. 
 
Two escalators flank him, two either side, humming and clanking away at his 
feet.  (Up inbound, up outbound, down inbound, down outbound.) 
 
TOM is trapped. He can’t be over there (Crockery), he can’t go where he 
wants to go (Mr Crazy’s), and he sure doesn’t want to be right here. 
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18 TRANSGRESSION 
The adult shoppers flow past TOM. A stone in the stream, TOM is not going 
anywhere. He sees the accusing plates of the crockery section.  
That’s where his MOTHER is. 
 
The yo-yo in his pocket is no consolation. He sighs, and turns to regard the 
escalator beside him.  
 
An enormous new frame appears above TOM’s head: we see what he sees.   
The escalator. Endless metal lines washing vertically into each other’s slots.   
Stripy metal slabs grind heavily over his head. 
 
TOM thinks with his hands, and mimics their movement with a gesture of 
hands and fingers that roll and interlace.  
 
He leans closer. The escalator frame again swells.  We’re looking at his 
thinking. TOM straightens up, and looks out to us. He considers a major 
transgression:  
 
What would happen if you tried to go ‘down’ the ‘up’? 
 
He aims to plant one foot on the constantly moving top step of the escalator. 
He tries to do it secretly, as if his foot has made the decision itself. 
 
He looks up, as if in thought, and the foot slides backwards, towards the lip of 
the escalator behind him. 
 
He senses someone behind him and shifts out of the way. It is GARY, a 
stodgy shopper coming down behind him on the ‘Down, Inbound’ escalator. 
TOM moves out of the way, and watches GARY sink to the floor below. 
 
PEOPLE pass by. TOM waves ‘innocently’ to them. But his mind is set. 
TOM’s thoughts swell and fill the frame. Vertical silver lines invade the 
background of the shopping centre. They are ‘escalator rain’: huge, rhythmic, 
mesmeric. These lines wash away the plates of the crockery section, and 
other features of the shopping centre’s interior.  
 
No background. No foreground. Just TOM and the escalators. 
He takes a breath, turns, and plants his foot on the ‘down, inbound’ escalator. 
 
Above him on the metal a giant Velcro shoe: his foot.   
It is pushed out of shot. Simultaneously, TOM’s foot is expelled, and he’s 
swivelled back to face us. 
 
Behind him the real background of the shopping centre rematerializes. 
All seems quiet. The escalators stickily clank. That was fun. Might try it again. 
Hang on. That’s unusual. No shoppers seem to be passing by any more. 
 
TOM hears a  small rhythmic thudding noise and looks to its source.  
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Beside him, a pair of women’s shoes repeatedly nudges the lip of the 
escalator, washed up by the action of the moving stairway. He lifts them up, 
then puts them back. 
 
This is weird. TOM looks at the crockery section. Empty.  Just shoes. 
A new frame: his Mother’s shoes. Empty. 
 
No MOTHER. Good. 
 
TOM turns back. The single pair of shoes is now a small pile. 
Where are the people? If you are lost, you wait. That’s what you should do. 
 
TOM gets out yo yo and ‘yo’s’ it. 
Yo. Yo. Down, up.  
Yo. Yo. Down, up.  
Yo. 
 
His yo yo is frozen, the string extended, spinning in mid air.  
He removes his finger from the loop. His yo yo floats unchanged. 
Defying gravity. 
He plucks its taut string. Twang. 
 
He makes the decision to go.  
Where? To look for Mum.  To look for anyone.  
Where? Wherever he wants. 
 
He puffs out his chest, pulls his red hood up exits.  
Then he reenters, passes his yo-yo, still floating by the escalators,   
and exits the opposite side.  
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19 TRANSITION 2 
The entire frame of the four escalators and crockery section begins to rise. 
The movement reveals a cross-section of the empty retail space below, struts, 
pipes and rat bones embedded in the concrete walls.  
 
Then a similar environment, on the floor below, where scores of ownerless 
shoes stand idly. 
 
This picture rises too, faster as we ‘move down’ six stories rapidly.  
 
The floors are prominently numbered.  Footsteps echo in a giant stairwell as 
TOM descends to ground level. 
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20  ARRIVAL IN THE EMPTY CITY 
TOM arrives. He breathes in the empty city. 
A stairway over there is populated by empty shoes.  
Nobody. Climbing nowhere. 
 
The city’s silence is heard in a hollow weft.  
Sporadic electronic pings and distant digital voices talk to no-one. 
 
He moves. He trips over a pile of shoes disgorged by an escalator, dislodging 
one of them. It gives him a fright. He replaces it carefully. Human remains. 
 
He takes in his surrounds. It’s the same landscape travelled through with his 
Mum before, but completely devoid of people. (Its skyline resembles the CITY KIT) 
 
TOM takes a breath and raises his hands as if to call out, but changes his 
mind. He taps out his distinctive ‘thinking rhythm’ on his thighs.  
It echoes back at him like a tiny round of applause. 
 
He claps. 
It echoes, bouncing off concrete. 
The sound dies. 
It’s desolate. 
 
Beside him, the video screen. ‘Touch the screen’ it reads, and its voice-over 
rings out,  lonesome in the empty space. 
Ah. Screens make everything alright. 
So he does, poking a button. A familiar voice: “Where do you want to go” 
He shrugs. He presses the button again. “Where do you want to go” 
 
He karate chops  the button again and again, interrupting the computer voice. 
“Wher…Where…Where…”  
He remixes the voice, making nonsense music of the enquiry, DJing and 
playing freely The computer voice locks into a rhythm. TOM’s made it say 
something different:  
“go…where..you…want…to…go” 
“go…where..you…want…to…go” 
 
TOM dances freely, abandoning himself, then, surveying the bleak landscape,  
the movement leaves him. 
 
What would you do in an empty city? 
 
TOM isn’t sure where to start, but he ventures forth.  
 
The touch screen echoes: “go…where..you…want…to…go” 
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21 TRANSITION 3 
Escalator and shoes slide from view. A new streetscape passes us. 
 
TOM runs through the city. He poses and moon-walks. He looks up. 
 
Images flash. Bright squares. The top corners of buildings, pushing into a 
bright blue summer sky. 
 
He beats his ‘thinking’ rhythm on his thighs, freely.  
He pulls an inexpert martial arts move.  
He ‘dances like nobody’s watching’. There’s nobody to watch. 
 
He runs off. He reappears in the distance, a tiny red hooded figure 
scampering and leaping, parkour style across concrete blocks in a paper-
blown public square. 
 
The bright squares fade from view, leaving a trace of the city’s skyline. 
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22 CHOCOLATE SHOP 2 (INT) 
 
TOM’s face is pressed to the window of the CHOCOLATE SHOP. 
He leaves its frame and enters the store. 
The little bell on the door tinkles. 
 
A new frame flickers in. Monochrome. CCTV.  
The interior of the chocolate shop. Time-lapsed images, from various angles – 
security cameras.  In these images: 
TOM stands at the counter.  
TOM looks around. 
TOM spies chocolate bar: a ‘Golden Boy’ 
TOM’s hand extends: a theft is about to occur 
..maybe he looks directly to camera… 
 
Blur. 
 
TOM disappears from frame. The shop’s vacant. 
 
Tinkletinkle. TOM emerges from the shop, gob full of choc. 
The wrapper of the ‘Golden Boy’ glitters incriminatingly in his fist. 
He looks around, smiles, and bites off another mouthful of sweet freedom. 
 
TOM spots no witnesses, but exits hastily, chucking the wrapper behind him. 
 
The city shifts. 
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23 MUSIC SHOP 2 (INT) 
The city rests. TOM is in the window of the record shop.  
He walks to a control panel, pulls some large headphones off a hook and puts 
them on. He jabs a button. Beep. Music plays. 
 
A chiming lullaby.  TOM jabs the music ‘off’. That’s for little kids. 
Beep.  
 
New music. Girl-pop. He moves his body to it, but then stops.  
Can’t be seen enjoying that. Nup. That’s OK, but it’s for girls. 
Beep. 
 
Opera. Pavarotti going bananas. Nessun Dorma. No. That’s for old people.  
Next. 
Beep. 
 
Drums rattle in a new song. Yeah. It sounds good. It’s James Brown, or 
Motown: tough and funky, it’s irresistibly danceable. 
 
More volume. BeepBeepBeep He turns it up. Yeeah!! 
 
He’s in the zone with the headphones: dancing with abandon.  
He moves into the shop, his red hood bouncing through the shelves. 
 
He returns to the console, grooving out. Beep. Pump up the volume. 
But instead of the track getting louder, another one starts playing over the top. 
It’s the chiming lullaby. What? 
He keeps dancing. More chiming.  
James Brown don’t need no lullaby.  
 
Beep. Now the Girl-Pop plays. Plus the Lullaby. Plus James Brown. 
All at the same time. The music is wrecked. And it’s really loud.  
TOM’s panicked. 
 
The control panel is out of control! The shop seems filled with music.  
He’s mucked it up. And there’s no-one to help. Press the button? 
 
Beep. Now Pavarotti’s trying to out-sing James Brown, the girl pop and the 
lullaby. It’s awful.  
 
TOM looks around. He has to run away from this noise.  
He hits the street, hands over his ears.  
 
Suddenly the music cuts out. The headphones fling off his head and spring 
back into the shop, back to their hook, pulled by the springy cord. 
The headphones squawk their thin cacophony into the silence. 
 
No other sound. Just the weft of the city. TOM smiles at himself. 
  
Sometimes catastrophes are just in your head. 
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24 LOST PROPERTY 
TOM stops. Ownerless shoes climb a wide set of stairs.  
There’s two banknotes on the first step.  
He picks them up.  
It’s more money than he’s ever had.   
 
Who could have dropped such a treasure? 
Nobody. 
 
Maybe whoever used to be in those shoes? 
The rightful owner? 
 
TOM pockets the money and scarpers. 
 
 
25 TRANSITION 4 
TOM walks. The straight-up and down lines of the city seem more broken and 
bent now. 
 
A bright square appears. A piece of mirrored skyscraper. 
He can’t see it.  He halts, turns and walks back the way he came. 
 
Another bright square. Another mirrored building. Reflecting a mirrored 
building. 
 
He stops. Where is he going?  Other squares appear. He is without 
landmarks.  Shoes all around. 
 
A disembodied wisp of electronic voice:  
“…been here before… been here before…’  
It’s that touch screen, still malfunctioning. 
 
A light source at his feet. He bends. His face is illuminated. 
A smartphone. On the ground. Now in his hand. He handles it expertly. 
He rolls up his sleeve. A long number in blue on his forearm. 
He enters it with quick thumbstrokes, and listens. 
 
Nothing. Wait. A low boom. The sound of singing sand. 
He disconnects and puts the phone back. 
 
The touch screen again:  “Where do you want to go?”  
 
Then a wisp of electronic music. 
 
The bright mirrored squares explode away as TOM sprints off. 
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26 BURGER SHOP 2 
As TOM exits, a stainless steel triangle slides on. 
It’s an extreme closeup of the burger chute. Not-so freshly wrapped burgers 
lie dormant in a sloping row.  It’s in black and white, CCTV style. 
 
A hand enters, and takes a burger.  
 
TOM re-enters, unwrapping a burger. It’s cold and unappealing. 
He goes to take a bite but can’t do it. He chucks it in a bin. 
The empty street reverberates with a tinny ‘thunk’. 
 
At the same moment, the line of burgers shifts downward with a papery rustle. 
 
TOM stops. Looks. Movement? 
 
Curious, he takes another burger, walks directly to the bin and chucks it in. 
 
Again the burgers shift down. There’s an unsettling connection between the 
bin and the burger chute. Junk food. 
 
Tom is weirded out. He kicks a can. It clatters. He follows, exiting. 
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27 FASHION SHOP 2 (INT) 
Weird, slow, muddy music. It’s the music of the Fashion Outlet, but slowed as 
if the tape is running out of battery. It’s dark. 
 
TOM stops and gasps. A human figure. Nearby. Standing still.   
Hand outstretched. Just like Mum’s. It looks pale and waxy. 
He goes to it, reaches out and touches it. It is cold and does not react.  
Must be MUM then. 
 
He pulls the hand and it comes off, arm and all. Oops. It’s the arm of a shop 
dummy. It was obviously loose.  Pieces of black tape flap from the shoulder of 
the dismembered arm.  
 
He tries to replace the arm, shoving it into the floppy sleeve. The black tape is 
hampering him so he rips it off. Absorbed in his task, he sticks it on the 
dummy’s face. The female dummy now has a Hitler moustache.  
 
He grips the other arm to gain purchase, and finds that it falls off too. Now 
TOM holds the two broken arms. No fixing that then. 
 
His eyes adjust to the darkness and  another mannequin appears. Then 
another.  Rows of mannequins appear from the gloom, offering false 
perspective. They look poised to attack. Each is downlit and sinister.  
 
TOM backs away, keeping an eye on them all.  Thinking quickly, he shoves 
the dummy’s broken limbs into his own sleeves. 
 
Now he is armed and dangerous.  He raises his newly lengthened limbs 
towards the silent mannequins. Back. Off. Ladies.  
He throws in a Karate move, for added coolness, rearing up, ready for battle. 
Suddenly TOM points the arms at a dummy. Zap. Immediately, it transforms.  
One of its arms goes where its head should be. It looks funny. 
 
Ah. TOM’s new weapons can create, as well as destroy. He mimics his Mum’s 
celebratory ‘crockery’ gesture. He scratches his head with his extra long arm, 
then turns and ‘zaps’ another.  It also is transformed, maybe across genders. 
Black gaffa tape forms heavy eyebrows and a goatee. Time to play. He runs 
off. The ‘zapping’ sounds continue. 
 
Cut to the exterior of the store: TOM walks past, now perfectly armless, 
surveying his work in the long shop window.  All the dummies now sport mis-
matched limbs, clothing and facial hair. TOM is pleased with his work, 
mimicking the poses as he walks past.  
 
Then he stops. In the corner of the window is a dummy that he hadn’t noticed 
before. Child-sized, it faces away. It’s wearing a red hoodie. Its arms are 
extended towards the last adult shop dummy. Like it needs a hug. 
 
Is it really there? TOM walks on. The joy is leaking out of this adventure.  
He’s hungry. 
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 28 SO WHY NOT CATCH A MOVIE?  
Dramatic music. Orchestral. Deep booms and explosions. TOM’s inside the 
cinema.  The projector buzzes and clanks. A preview for the next blockbuster 
plays. Bright, colour-saturated celluloid images. Timelapse shots of city 
skylines and deserted urban spaces. All empty, Interspersed with blackness, 
and a deep, stentorian voice-over. [V/O] 
 
 SFX:  ‘BOOM!’. 
 Onscreen: City skyline. Cloud roll and roil in timelapse. 
A shadow. Low in the centre of the screen. A silhouette of TOM. He’s in the 
auditorium, munching from a cardboard box of popcorn. 
 
 Black. 
 V/O: In A World Gone Mad… 
 SFX:  ‘BOOM!’.  
 Onscreen: Urban Space. Empty. 
A blurry black dragon eats the Sydney Opera House. But it’s not a black 
dragon. It’s TOM’s hand. Making a shadow puppet in the projector’s beam.  
 
 Black. 
 V/O: There Is Only One… 
 SFX:  ‘BOOM!’. 
 Onscreen: A freeway pierces the city. Not a single car. 
A life-sized shadow now, TOM is clambering up onto the stage, very near the 
projection screen. 
 
 Black  
 V/O: …Who Will Have The Courage… 
 SFX:  ‘BOOM!’. 
 Onscreen: Mirrored buildings. Clouds streak in its reflection. 
TOM walks across the image, still a shadow, still eating popcorn. 
 
 Black 
 V/O: …To venture into the unknown… 
 SFX:  ‘BOOM!’. 
 Onscreen: Brisbane. Empty. The music climaxes. A single violin note. 
TOM extends an arm, then a finger, to push the (actual) screen 
 
 V/O: This Summer…In The Movie Event Of The Yeeeaar… 
 
The image wobbles. The sound wavers. Brief flames. Bright white light. 
The screens, for the first time, are blank.  
And there’s TOM, munching popcorn. Totally undramatic. 
The projector whips and clatters its broken film. Silence. 
 
The screen explodes into black, which is then sprinkled with unusual white 
objects. It’s popcorn, on a black surface. 
 
We can see the top of the box. Tom’s dropped his snack.  
The popcorn becomes stars in a night sky, and we know TOM has gone. 
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29 TRANSITION 5 
A big blank concrete wall. The sound of a can being kicked. 
A peeling poster flaps in the breeze. A rugged male model in the wilderness. 
A question mark revealed, then hidden. The end of some advertising slogan. 
 
Then a tiny figure. TOM. Hunched and mooching. He kicks a can.  
It echoes as he inches his way, ant-like along the vast blank space. 
 
A wisp of the voice over: “where do you want to go?”  
Nowhere, thinks TOM. And that’s what he’s deep in the middle of. 
 
He stops. A new sound blown in on the wind. 
It’s the sound of MR CRAZY’s. Nearby now. 
 
The little figure sprints towards the sound. 
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30  MR CRAZY’S  
The music swells, and there it is. Mr Crazy’s. The red pupil of its eye bounces 
about, and its mouth grins a welcome. TOM stands outside the window, and 
the CITY KIT PROMOTIONAL VIDEO’s still looping in all its flatscreen glory. 
And it’s actually there. The CITY KIT itself. Its box glows in the window. 
 
This is his destination, a place of belonging, pleasure and freedom.  
It sure looks good. He enters the doorway and the world spins.  
 
The threshold of MR CRAZY’s. Dink donk. Woof! Croak! ROOAAARR!!! 
The sounds of the door alarm go off, bigger this time. They’re fun!  
Though there’s a lion’s roar this time. Scary. That wasn’t there before. 
 
He lets off an almighty ‘fart’ to the sound effect, and he’s inside. A strange 
peace comes over him. Above him the ‘eyeball’ bounces in the air. It’s 
suspended by a jet of air,  like at a vacuum cleaner shop. He plays with the 
airflow and the ball dips as if in greeting. TOM and the ball perform a brief,  
balletic pas de deux.  
 
Then he looks around at all the stuff. Joyful, anarchic music blasts and he’s 
off! He launches himself at the glittering merchandise. Where to look first?  
A pirate hat. Might wear that. Next! 
 
Toy-sized garbage bins on a shelf – they contain ‘SLIME’. TOM opens one up, 
and pulls out the goo. Fondles it. Pretends to blow it out his nose. Dangles it 
disgustingly from his hand. He thinks for a moment, then throws it at the wall. 
It slides down to the ground. 
Next! 
 
A balsa-wood PLANE. Propeller. Picks it up and throws it. It flies off, then 
returns, a small engine starting up automatically. Wow! He ducks instinctively. 
Next! 
 
A row of mean looking robots on a shelf. Great design. A ‘Try Me’ button. 
Press. A sonar ping. A light on its chest glows red.  
 Weird. Might press all the ‘Try Me’ buttons. Lots of pings.  Lots of red lights. 
Tom looks at his jacket. Burning red dots: laser sights congregate on his body. 
The robots have him in their sights. TOM smiles, turns, then whips round to 
confront them. Coincidentally they’re dormant again. TOM wins. Dumb robots.   
Next! 
 
A game console appears. ‘Start’ button. Beep. Electro music. An old-skool 
video game. He controls a red dot rolling through a maze, collecting treasure. 
The dot is eaten by purple robots, because TOM’s walked away.  
 
He’s turned from the screen. ‘Game Over’. (perhaps in another language)  
The game fades to reveal him standing stock still, moved to joy by what he 
sees:  
 
The video promo for the CITY KIT burbles away, muffled from the rear. 
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27 
31 THE CITY KIT 
TOM’s hooded head rises like the sun over the miniature horizon of the CITY 
KIT box. He pulls the box out of the window. Treasure. 
 
A giant stacked pyramid of identical boxes slides out of the darkness, looming 
behind him. It’s a precarious wall of CITY KITS.  
 
But TOM hasn’t noticed it. He’s on a mission. The box is hard to open. TOM 
turns from us as he wrestles with it. Then it springs open, cardboard ripped 
and spinning, and its components fly out, floating in the air. He is surprised by 
the way they float, but there’s work to do. 
 
The CITY KIT’s a puzzle. He must construct it. He must make it his. He 
reaches for each piece and assembles it. His limbs blur as he works.  
 
The project is obscured, first by TOM’s back, and then by the carton the toy 
came in. We’re looking at flow. Frames flash before us – plans,  blueprints, 
instructions, TOM’s hands expertly slotting pieces together. TOM’s creativity. 
 
The music peaks and TOM’s hand emerges, holding a battery. He inserts it 
and the assembled CITY KIT is revealed. 
 
Proud of his achievement, TOM switches it on. Its tiny windows blaze with 
light.  He presses a button: it plays music. The music sounds familiar, and he 
realizes it’s the same track from the Music Shop that he found so groovy 
earlier on.  He does a little victory dance. 
 
On top of the CITY KIT, there’s a tiny plane on a curved wire. He gives it a 
push. It flies in circles. Behind him, the PLANE he threw earlier flies past. 
 
He looks closely at the CITY KIT. It’s marvellous. At its base is a tiny version 
of Mr Crazy’s. That’s curious. The very shop he is in. It has a button. He 
presses it. From a tinny speaker, the little shop in the little city plays the music 
of the big shop, in the big city, that he is in. The CITY KIT. 
 
Wow, what a cool toy. It does everything. It’s even got tiny escalators.  
He walks his fingers up and down them. He looks in a window and pulls 
something out. A tiny plastic arm like a Barbie doll’s. He pulls further but its 
shoulder is jammed in the window. That’s weird. 
 
Another button. A CITY KIT’s window projects video onto the wall. Video of a 
boy stealing from a chocolate shop. It’s him. He covers the window with his 
hand, in panic. He removes his hand and the image is gone. 
 
He lifts a rooftop, and peers inside. There’s something unusual down there.  
He reaches deep down. His hand gets stuck, right up to the forearm. It’s really 
stuck, and he’s very panicked.  With extra effort, he pulls his hand out, and it’s 
holding something.  
 
He pulls out a figurine in a red hoodie. It is him. Holey moley. 
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28 
32 BOSS FIGHT 
TOM heads for the door. The door sounds go off. 
The fart goes, less funny this time, followed by the dog, frog and fart. 
He stands in a beam of light. The closed door roars at him like a lion. 
Mr Crazy’s will not let him leave. He’s frozen in fear. 
 
The CITY KIT powers up and slowly rotates. Most of its lights extinguish, 
leaving only two. Two rectangular eyes.  OK, now it’s got eyes and an arm.  
It’s turned to face him, the little arm reaching. It wants him. Its little plane 
circles, wobbling on its wire. 
 
It tweets like a phone. Beeps like an Autoteller. Twitters like a distant voice on 
a phone. It beckons to him, one hand extended. It approaches. He backs 
away. It comes closer. 
 
Glowing dots search the walls. Spotlights? Targets? TOM realizes he is the 
target and works to avoid them. It’s the ROBOTS. They’re scanning him 
 
The CITY KIT’s beeping  intensifies. 
 
The CITY KIT’s arm raises. The  PLANE swoops into the store, narrowly 
missing his head, and ‘bombing’ him with SLIME. TOM ducks. SLIME splats 
onto the shop window near him. The plane returns, hovering.  
It’s bought some friends.  
The CITY KIT is commanding Mr Crazy’s to attack him. TOM cowers.  
 
TOM raises an arm and the plane halts and hovers. He calms himself and 
carefully edges around the CITY KIT to a position of advantage. His courage 
surges. They’re just toys. Time to play. Seriously. 
This is all wrong. Kids play with toys, not the other way around. 
 
CITY KIT vibrates. Arms wobble. Eyes flash. Its PLANE rotating frantically. 
 
He goes to the door. Is he leaving? No. It’s a stand-off. 
He activates the door roar. He stands straighter. A fart sound. 
Tom’s composure shifts. He readjusts his position and the roar returns. He 
mimes it, like the MGM lion. 
 
CITY KIT vibrates. Its arm wobbles. TOM wobbles his own arm back. It 
shakes. TOM shakes too. Its eyes flash. So do TOM’s. Its PLANE rotates 
frantically. TOM circles his own index finger in imitation, though he’s really 
saying. ‘Big Deal’. 
 
He takes big steps towards the CITY KIT. Not even determined, he’s calm and 
in control. A boy with a toy. A man with a plan.  
 
He circles it. The CITY KIT shifts as it watches him. TOM is circling, getting 
closer, one finger extended. A strange weapon. 
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He’s closer to the CITY KIT now, and having to bend to get eye to eye with it. 
He approaches it with power.  
 
He jabs his finger into the orbit of the bent wire that flails around above the 
city kit, arresting its model plane in mid flight. Behind him, the PLANES fall 
from the air with a clunk. 
 
Moving fast, TOM reaches under CITY KIT and pulls out its battery.  
Its lights go out.  The CITY KIT looks pathetic. He dwarfs it, now a giant.  
It’s dead. He breathes out. He places the Tom figurine on its highest building. 
 
He turns to the gigantic pyramid of identical CITY KIT boxes behind him. He 
removes one. From the bottom of the pile. The pile teeters. He takes his box 
to the window display where it belongs. Rest in pieces. 
TOM leans into the window. The box is back in position. Just as he found it.  
The lights of the shop flicker and dim. Curious.  
The stack of boxes tilts dangerously in the gloom. 
 
But then. An electric shiver and crackle. 
The CITY KIT’s eyes flame up again. TOM turns to it in horror.  
He sees the huge tower of City Kit Boxes. Ready to topple. 
TOM dashes for the door, running into the darkness as the gigantic tower 
collapses. Will he make it? 
The music is headed toward crescendo. 
 
We hear the door bell, frog, dog and fart then… 
Onstage, the only object lit is the CITY KIT. Its eyes. 
 
A tiny plume of smoke issues from the door of its tiny Mr Crazy’s.  
 
A deep boom. The eyes go black. 
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33 LOOK OUT 
The black goes blue. Wind. Twinkling lights pinpoint the shape of the city at 
night.  It looks like a large scale CITY KIT. 
 
A broad red dome rises behind the urban horizon.   
Like a giant sun it half fills the sky.   
 
Down in the corner, another small round, red object, also rising up.  
It’s TOM’s head. His hands grasp the edge.  One holds a can of soft drink. 
 
His head disappears. Simultaneously, the giant red dome disappears from the 
screen above and behind him.  
 
The horizon dips and flattens as we focus now on the small scale.  
TOM clambers up to a vantage point at the very top of a skyscraper. 
A lookout. The aluminium can clatters beside him, a discarded companion. 
 
He crosses, giving a whirlybird (rotating roof ventilator) a spin as he passes. 
Then he takes in the view, looking out and across. Breathing. 
This is the empty city. Then he looks down. It’s a long way down. 
 
Behind him, we see his point of view: the ‘edge’ ‘pushed down’ to reveal a 
plan view of the city. Like a Google-Maps graphic. 
 
A gust of wind could blow him over. He backs away from the edge and lies on 
his stomach to look down.  
 
Quite near him, a green plant has thrust its way out of the building’s brickwork. 
He touches its soft green leaves with his fingers. Then leaves it be. 
 
He surveys the territory. He is looking into a life spent alone. 
Suddenly his gaze sharpens and sees something he recognizes: a landmark. 
He brightens. Another landmark. Then another -  his hand points out, and he 
looks down his arm to trace a potential path, like the ‘sight’ of a sniper’s rifle. 
 
The path looks like it might be triangular. He traces the triangle with his finger 
in the air, mapping the landscape below. The realization dawns.  
He has mapped his journey. 
 
TOM curls away from the edge, still focused on his trajectory. 
He stands and looks out – we can see into his face.   
 
Lookout? He looked out. Now look out. 
 
He takes a last look over the edge, and the aerial map slides into view behind 
him. This time it stays. He holds the map in his mind. 
 
TOM ‘hoods up’ and leaves his high vantage point, inadvertently kicking the 
can over the edge. TOM sees it fall, then goes.  
We hear it plummet to the footpath below. 
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34 TRANSITION 6 
The sound of can hitting the ground.  
An electronic voice intones ‘ground level’.  
 
The city map drifts in. A red dot glows, darting an erratic, but purposeful path 
along the straight-lined streets. It leaves a dim glow, tracing the sides of an 
isosceles triangle as he makes his way through the city. This is TOM. 
 
The sound of a can being kicked through a concrete landscape. 
The red dot moves. TOM’s running, checking in with each landmark he 
visited, in reverse, tracking his way back to the closest thing to home. 
 
Music. The sound of each store he has visited. TOM is retracing his steps. 
The shopfronts of the CINEMA, MR CRAZY’S, the BURGER, FASHION and 
MUSIC SHOPS jog by. 
 
The maps float off. And there he is. In person.  
At his feet, a chocolate wrapper. He picks it up and pockets it. 
 
Something else is in his pocket. Those two banknotes.  
He holds the chocolate wrapper and the cash. 
A choice is in his hands. 
 
35   RETURNS 
On ‘CCTV security footage’, TOM returns the CHOCOLATE SHOP and pays 
for the chocolate he ‘stole’ with one of the banknotes. 
 
Pattering rhythms. Ceramic chimes. It’s Tom’s crockery tune. 
 
Sill running. A different place now. Many shoes climb a wide staircase.  
He picks one special pair up.  
He puts them back tenderly, straightening their attitude. 
He drops his remaining banknote to the ground. 
It flutters to land on the shoes. 
 
The map slides in, gigantic. It gives TOM momentum, launching him off. 
 
The red dot traverses the rear screen in a visual echo of a video game. 
It settles on one side. It swells to become a plate. The sound of footsteps in 
an echoing stairwell. Familiar scenery builds around the red dot.  
 
The CROCKERY Section.  
The music slows and TOM rushes in. 
He has returned to where he was first lost. 
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36  COMING BACK 
This is it. He has found his way back, all on his own. He punches the air.  
But then there’s an emotional drop as he recognizes the silence.  
There’s still no-one here. 
 
There’s his yo yo. Hanging in space. He plucks the taut string. “Twang.” 
TOM retrieves it, and flicks it triumphantly. Up. Down. 
Gravity still works. He pockets it.  
 
Now, the escalators. Clank clank. The source of the problem. How do they 
work?  He inspects them. He looks at the ‘up, outbound’. His gaze returns via 
the down, in-bound.  He half-crouches to look closely at the workings of the 
escalator and 
…his vision is projected. A giant isosceles triangle, a cut-away of the interior 
workings of an escalator. Mice in wheels. Water. Steam. A furnace. Dripping. 
Pistons. Bicycle parts.  
 
Red dots and lines on this fantasy echo his triangular journey through the city.  
He follows it with his finger, then the movement is embodied, larger. 
 
It is a cycle. Suddenly he can see how the system works. A cycle. He invoked 
it, so he can reverse it. What has he got to lose?  
 
Determined now, TOM takes a breath and deliberately puts his foot on the 
‘down, inbound’ escalator. The toe of his giant white sandshoe hits the 
stainless steel step. Behind him, the silver lines of the escalator rain fall 
upwards, blurring the background. The metal moves. 
TOM is pushed round to face us. 
 
The escalator rain is gone. The sound of the shopping centre returns. 
 
TOM senses someone behind him and shifts out of the way. It is GARY, a 
stodgy looking shopper coming down the escalator behind him.  
Gettoutta the way. Kids these days.  
TOM shifts aside and watches GARY go down the escalator.  
 
TOM salutes – ‘people of earth, welcome back’. TOM returns to his exile and 
ecstatically watches the journey of the adult SHOPPERS that flow around 
him.  The PEOPLE have returned. There are CHILDREN in the crowd. 
 
He smiles and waves to them.  
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37  STARTING AGAIN 
The new-age sound of the crockery section.  
TOM’s hands hang by his sides. 
Then a soft grating sound.  
A new image. A familiar floating frame. 
An adult hand in a yellow sleeve.  
‘Come on, put your hand here’, it says. It’s MUM. 
 
It’s a firm, but not commanding gesture. 
 
TOM registers his mother’s hand, but does not move. 
TOM’s hands actually move slowly behind his back.  
I’m a big boy now. I decide when to hold hands. 
 
The MUM hand repeats its gesture. 
TOM’s body does not move. A stand-off. A hand-off. 
 
Suddenly TOM sticks his hand out.  
Above and behind him, a new frame, mirroring, opposing his Mother’s, 
separated by blackness. 
 
In the frame: TOM’s hand. Outstretched.  
It seems to say: ‘No, you’re coming with me…Mum.’ 
 
MUM’s hand drops from frame. Frame disappears. 
TOM’s hand drops. The frame behind him empties and fades. 
 
MUM appears from crockery land, holding packages.  
Apparently her shopping is done. 
 
TOM leads MUM to escalator, and..‘after you’, guides her way. 
 
Standing side by side,  they drop from view. 
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38 TRANSITION 7 
Fast now: speedy motion. The sound of the city gets louder. 
The city is populated again.  
 
PEOPLE teem like bacteria in the ‘mouth’ of the biggest shop in the city.  
 
On one escalator, in the distance, we see a red and yellow dot.  
TOM and his MUM. Travelling downwards.  
 
On another escalator, closer. There they are again.  
 
On another escalator, closer now, TOM and MUM travel again. TOM waves. 
MOTHER holds her parcels. Then they’re gone. 
 
The music lifts into a twittering electro beat. The CITY KIT PROMO. 
 
The biggest shop in the city drifts from us and we are traveling through the 
field of SHOPPERS. Buildings slide past as we move. 
 
On another layer, a clear image, two figures pass. 
TOM now drags his MUM through the city, taking her home. 
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39 EPILOGUE  
We look out into the street, our view framed by window of Mr Crazy’s, as if 
we’re in the store. Over the road, behind them, the footpath is a river of 
people, but the space around them is empty.  
 
Framed by the crazy merchandise, the City Kit Promotional Video witters on. 
Beside it, the distinctive CITY KIT box.  
TOM enters frame, walking determinedly along the footpath. He beckons for 
his Mum to follow. MUM enters frame, carrying a package, somewhat out of 
breath. Oh, this boy of mine! 
 
TOM continues on, expecting MUM to follow. She almost passes by, but 
pauses at the shop window, her eye caught by an intriguing toy: the city kit. 
She takes a step back to inspect it. That looks like a good toy for a creative 
boy. TOM re-enters. Oh, that mother of his.  
 
TOM returns. What is it? 
MUM:This 
 
TOM looks at it. They move closer. Both look at it. Their figures frame it. 
MUM looks at TOM. TOM looks at MUM.  Non-verbal communication between 
mother and son, as if to say: 
 
MUM: Looks interesting, doesn’t it? 
TOM: Yes, I know. It’s VERY interesting! 
 
TOM leaves frame. MUM is confused. Isn’t this the thing he wanted so badly? 
 
[Mr Crazy’s door sounds go off, ending in a rich, raspberry fart.] 
MUM looks a bit affronted. 
 
TOM (reentering): …did you hear that! 
MUM: It was a bit rude. 
TOM: Actually, it was a bit fun. 
Hold. A moment of forgiveness. 
 
MUM: Tom, you’re impossible. 
TOM: Yes, I am. Let’s go. 
MUM: Lead on. 
 
TOM leaves frame, MUM follows in his wake.The window is empty once again 
Pause. 
 
TOM’s head peeks round the corner.  
 
He returns to the City Kit for the last time. 
He interacts with it, a single gesture. I know you now. 
His hand falls. The gesture gone.  
He turns towards his destination. 
He smiles as he leaves. 
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The window is empty.  
The City Kit looks out onto the humming street. 
Buildings thrust into the dusk, lighting up and reflecting each other.  
 
People pass by, leaving the city behind.  
 
Black 
 
40 BOWS 
ACTOR playing TOM enters from stage left for his bow, pulling a long string.  
 
The assembled CITY KIT, follows, on the end of the string, sitting in a Radio 
Flyer cart, dragged by TOM. 
 
He pulls a little figurine of himself out of the model city. 
And another, of his mother. All three bow. 
 
He places a figurine on the sidewalk of the CITY KIT. 
 
He takes his final bow, and exits, taking the string with him. 
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Tyrone and Lesley’s Gentlemen Songsters 
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2 
Tyrone and Lesley’s Gentlemen Songsters 
 
Notes on the show 
Tyrone and Lesley are a ukulele and double bass duo, who play their own 
compositions. This is a cabaret presentation designed for the Queensland Cabaret 
Festival, at a small (capacity 80) seated venue. 
 
This script draws on the sonata form and certain qualities of the song cycle in its 
sequencing and linking of original compositions, independently of ‘story’. The songs, 
in performance, will carry the ‘narrative’, such as it is: this is not about showing or 
telling, but rather, doing, where the songs themselves in performance are the 
generative heart of the show. 
 
Here you may find themes of romantic and musical companionship, the simultaneous 
celebration and lament represented by songs of longing, leavened by unreasonable 
optimism. There’s also a song about farts. 
 
This show premiered at the Queensland Cabaret Festival, Brisbane Powerhouse,  
June 2014 
 
 
SETLIST 
 
Overture 
1 EXPOSITION  
Ukulele in your Pocket  (Megarrity/Green) 
Gentlemen Songsters  (Megarrity/Vincent) 
True Collars    (Megarrity/Vincent/Green/Fordham) 
Lonely    (Megarrity/Vincent) 
No Harm in Trying   (Megarrity)  
Sidekick    (Megarrity/Vincent) 
Now at Last    (Haymes) 
My Dog has Fleas   (Megarrity) 
Bottoms    (Megarrity/Vincent) 
Know     (Megarrity/Megarrity) 
Kedron Brook    (Megarrity/Vincent) 
 
2 DEVELOPMENT  
Stairing    (Megarrity) 
Moon song      (Megarrity) 
Bear with Me    (Megarrity/Vincent) 
You may as well Smile (Megarrity/Green) 
Excuse Me    (Megarrity) 
All dressed up   (Megarrity/Vincent) 
Unaccompanied   (Megarrity/Vincent) 
Half Full    (Megarrity/Green) 
 
3 RECAPITULATION  
Ukulele Heart    (Megarrity) 
Old Fashioned   (Megarrity/Vincent) 
Last song    (Megarrity/Vincent) 
Thankyou    (Megarrity/Vincent) 
 
Encore 
William Tell Overture  (Rossini) 
 
 
3 
Tyrone and Lesley’s Gentlemen Songsters 
 
 
1 EXPOSITION 
1.1 Opening Sequence 
 
The music of Al Bowlly plays, pre-show as the audience is seated. 
 
The stage is simple. Cabaret. Red curtains. Two microphones. On a 
table rests two glasses, and a jug of water. A double bass.  
House lights fade. Preshow fades. 
 
LESLEY enters, in spotty tie, braces and bowler hat. Stage right. 
 
He plays an OVERTURE on Kazoo and double bass, which may be 
similar to Half Full, a tune which appears later in the show. 
 
Soundtracked by LESLEY’s music. TYRONE enters: tall, dinner-suited, 
bespectacled and be-fezzed.  
 
He acknowledges LESLEY. 
 
He joins and plays along. Stage left. 
 
Without a word, the music slows and pauses.  
 
Perhaps it’s shifted to the requisite key of the first song. 
 
 
 
 
4 
Tyrone and Lesley’s Gentlemen Songsters 
 
1.2  Ukulele in your Pocket  
 
TYRONE: Hello. My name is Tyrone. And this is my friend Lesley. And what 
I’m saying now is the introduction to the first song. 
 
Ukulele in your Pocket (Megarrity/Green) 
Intro: Its ladylike curves 
and four strings serve 
to release the music in me. 
It’ll turn your minor  
to a major key 
 
Behind them, on a curtain a small spotlight glows: a yellow circle. A 
moon. Then four straight lines are added across it: it is the sound hole 
of a ukulele, viewed from the inside. 
 
The road we’re on’s a fretboard 
and you may think I’m a kook, 
but to me the moon is just the soundhole  
of a gigantic uke 
so… 
 
1 Here’s a little tune for you 
Listen before you knock it 
I’m very pleased to see you 
And there’s a ukulele in my pocket 
 
2 Even when I’m on skid row 
You’d never see me hock it 
Though I know I don’t need the dough 
With a ukulele in my pocket 
 
BR A uke can be a beginner 
Or uke can be a pro 
But in your dreams 
Uke can be a virtuoso (I know so) 
 
If uke can believe that 
Uke can do it 
Roll up your sleeve 
And uke can get to it 
 
Pick up a uke and your blues’ll vanish 
If music be the food of love 
I’m famished 
 
instrumental and dance 
 
3 play it low or play it high 
hang it on your heart like a locket 
Sigh or cry, or say goodbye 
Humming with the harmony between you and I 
Sock it to me like a rocket 
With a ukulele in your pocket 
 
Applause. They bow.  
 
5 
Tyrone and Lesley’s Gentlemen Songsters 
 
1.3  Gentleman Songsters 
 
LESLEY plays music under.  
 
TYRONE: Thankyou for coming. Apparently this is cabaret. 
Tonight we will play songs. 
But in what order? And why? 
Shall we play you our greatest hits?  
Take you for a ride on our song cycle? 
Tell you our story of rags to…rags? 
 
Actually… there’s no story here.  
Just songs. No story.  
Just us. Him and me. Us and you.  
No story. Just songs. 
 
Look at us, playing instruments like this, and expecting to be taken 
seriously.  
 
Surely we’re old enough to know better? 
Actually…we ARE old enough, AND we know better. 
 
Gentleman Songsters (Megarrity/Vincent) 
Gentle men: 
Gentlemen Songsters 
Charming, disarming 
Causing no harming 
Have a song in their hearts 
They know their parts 
 
Gentlemen songsters 
Love gone wrongsters 
Singing, swinging 
Each tune bringing 
atonement 
in the moment 
Singing a Gentlemen’s song. 
 
It’s not accidental 
They’re so sentimental 
How can it be wrong 
To find love in a song? 
To find love in a song? 
 
Lead break 
 
Gentlemen songsters 
No longer youngsters 
To sing’s the thing 
To strum, let it ring 
It appeals to be 
musically 
as young as you feel to be 
 
Age is just mental 
These men are so gentle 
How can it be wrong 
To find love in a song? 
To find love in a song? 
 
Applause. [Bows]  
6 
Tyrone and Lesley’s Gentlemen Songsters 
 
1.4 True Collars 
 
TYRONE: Thankyou, very much. Ah, companionship.  
This next song is a love song. For a dog. 
 
True Collars (Megarrity/Green/Fordham/Vincent) 
1 I remember when I found you 
sitting at the pound, your. 
owner gone away 
A stray 
 
2 I brought you home, you were my own 
looked after you until you’d grown 
a lot of quiet time we’d spend 
my friend 
 
CHORUS 
You are my dog and I’m loving you 
I see your true collar shining through 
You’re the best breed of friend indeed 
I will take your lead 
 
3 two brown eyes two ears above 
A hairy face that’s made to love 
an old dog with one trick 
teaching me to fetch a stick  
 
4 When I’m hangdog and lost my cheer  
You’ll appear, lend me your ear 
You seem to know when I feel down 
And hang around. 
 
CHORUS 
 
BR 
(Cause we all need) 
Somebody to pick a bone with 
Somebody to be alone with 
I’ll just call 
you’ll come and say… 
Nothing at all. 
 
5 To be intelligent and act so dumb  
Is the smartest thing to do for some 
But I hear happiness 
In that yappiness 
 
It’s hard to leave and separate 
Still see you waiting at my gate 
For a talk and for a walk 
With my best mate  
 
CHORUS 
 
Applause. [Bows] 
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1.5 Lonely  
 
LESLEY plays music under.  
TYRONE’s oblique references to silence impel him to stop playing,. 
 
TYRONE: It’s the notes you don’t play. They say. The little quiets inbetween.  
Just a little quiet please. A little quiet can be quiet good.  
If you’ve someone to share it with. 
 
Lonely (Megarrity/Vincent) 
I’m quite lonely 
There’s no-one but myself 
I sit here being lonely 
Along with everyone else 
 
Nothing so low as solo 
No company in that 
I’d love a little brother or sister 
Or failing that, a rat. 
 
BR 
One cup in the cupboard,  
One book on the shelf 
Just the wind to listen to 
All by myself 
One cup in the cupboard,  
One book on the shelf 
Just the wind to whistle  to 
All by myself 
 
On the upside it’s peaceful. 
You can hear your soft drink  
But there’s no-one around to notice it –  
to say ‘listen how quiet it is’ 
 
Some games are no good 
Tiggy, snap or chess 
But when I play there’s no way 
I can’t win and be the best. 
 
LONELY ends, and no applause is sought or granted: there is no bow: 
possessed by a new idea, TYRONE presses on with the patter. 
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1.6 No Harm in Trying  
 
TYRONE: On lonely days like these, you may as well go outside: but why just 
walk into the wind?  
 
For a sense of uplift, why not fly a kite?  
 
Maybe then, things will start… looking up? 
 
No Harm in Trying (Megarrity) 
This climb 
Will take time 
That’ll take some untying 
No harm in trying  
is there? 
 
String tangling 
Kite wrangling 
Couldn’t get it flying 
No harm in trying  
is there? 
 
What I had in mind 
was summersun blind 
As my twine unwinds 
With blue sky behind 
(That would have been fine.) 
 
don’t know when 
I’ll fly again 
But I’ll try again 
There’s no point in lying 
When you feel like crying 
(but there’s) No harm in trying…  
is there? 
 
Applause. [Bows] 
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1.7 Sidekick  
 
LESLEY plays music under: perhaps it derives from the ‘riff’ of ‘Sidekick’ 
 
TYRONE: (to audience) You know, it’s much better with you here.  
Certain things just go together, don’t they?  
A kite and the wind.  
A performer and audience.  
Treble and Bass.  
Tyrone and Lesley. 
Lesley. 
 
TYRONE indicates LESLEY. Applause. LESLEY acknowledges. 
 
My off-sider. My co-composer. My foil. My Glad-wrap. My companion. 
How is it possible for someone to be so dependable,  
and yet so full of surprises? 
 
Sidekick (Megarrity/Vincent) 
1 Everybody needs a buddy 
Who’s got a sense of how they tick 
Everybody needs somebody 
Who won’t give them the flick 
 
You’re the bow to my strings 
Back me up when I sing 
And together we can make it though anything 
 
Through thin and thick 
With you I’ll stick 
 
2 Everyone needs a tune to hum 
When they’re feeling low 
Everyone needs a chum 
Who’ll come when it’s time to go go go 
 
You’re the rock to my pebble  
You’re the bass to my treble 
When you  bump into me 
you accompany me 
 
Through thin and thick 
With you I’ll stick 
‘Cause you’re my side kick 
 
BR four strings sound so lonesome 
When nobody plays with me 
When somebody plays along 
There’s more harmony, you see 
 
3 Sometimes I get to wondering  
as the song’s about to end 
Are we each other’s sidekicks 
Or are we each other’s friend? 
 
When the odds are stacked up 
You’re my back up 
You’re a hoot, you’re a gem you’re a total crack-up 
 
Coda Wrongly or rightly 
In the lineup of likelies 
You’re the one I’d pick 
To be my sidekick 
 
Applause. [Bows] 
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1.8 Now at Last 
 
TYRONE plays music under. LESLEY gently joins him.  
A simple pattern related to the next tune. 
 
TYRONE: We did our first gig together, you know, not far from here. It was a 
variety night of comedians and performance artists called The Angry Mime.  
  
We didn’t really fit in. Began a long tradition of not quite fitting in. That’s it with 
the ukulele, though: it helps the misfits… fit.  
 
Backstage, just before we went on, I had this idea, that we should play a 
cover. You know, play someone else’s song to give the set a ‘lift’.  
 
Just like we’re about to.   
 
Problem was, Lesley had never played this song before. He wanted to know 
the chords. I wasn’t sure of them. He said he’d give it a shot nevertheless.  
It was time to go on, and when the spotlight came on, this is what we did.  
 
It was when we played this, that I knew. 
 
Now At Last (Haymes) 
V1 Now at last I know 
What a fool I’ve been 
For I’ve lost the last love 
I shall ever win 
 
V2Now at last I see  
How my heart was blind 
To the joys before me 
That I left behind 
 
BR When the wind was fresh on the hill 
And the stars were new in the sky 
And a lark was heard in the still 
Where was I? Where was I? 
 
V3When the spring is cold, where do robins go? 
What makes winters lonely? 
Now at last I know. 
 
INSTR (arco) 
 
RPT V3 
 
Applause. [Bows] 
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1.9 My Dog has Fleas 
 
TYRONE: That song was written by Bob Haymes… 
 
TYRONE checks his tuning. 
 
my dog has fleas…my fleas has dog….my dog has fleas… 
Lesley, are you in tune?  
With yourself? With me?  
Are we in tune? With each other?  
 
TYRONE checks his tuning using the common mnemonic for the 
intervals of ukulele strings. It turns into a song. 
 
…my dog has fleas.. …my fleas has dog….my dog has fleas… 
 
My Dog Has Fleas (Megarrity) 
My dog has fleas 
My fleas has dog 
My dog has fleas has my (rpt) 
 
Dog has dog has my 
Dog has dog has fleas 
Dog has dog has my fleas my fleas my 
 
No applause is sought. With the ‘tuning’ sorted, TYRONE plays on. 
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1.10 Bottoms 
 
TYRONE:   If you’ve ever wondered what’s underneath it all…  
or if you’re the kind of person who’s ever had the urge to yell the word 
‘bottoms’ loudly in public,  then there’s a part in this song for you. 
 
 
BOTTOMS (Megarrity/Vincent) 
 
“bottoms!” 
 
1 Where would we be without bottoms? 
I think the whole world would stop. 
For without bottoms 
Life would be just tops. 
 
Take a look inside anything you like 
And you’ll see a bottom at the bottom 
People never think about bottoms 
But (t) Bottoms shouldn’t be forgotten 
 
“bottoms!” 
 
2 Bottoms keep the stuff in things 
Stop it all from falling through 
Think of the all the joy that bottoms bring 
There’s one right underneath you  
 
Take a look underneath anything you like 
And you’ll see a bottom at the bottom 
People never think about bottoms 
But (t) Bottoms shouldn’t be forgotten 
 
“bottoms!” 
 
CODA 
So sing out now for bottoms 
No matter where they hide 
And it won’t be long before we sing 
A song for corners, tops and sides. 
 
“bottoms!” 
 
Applause. [Bows] 
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1.11 Know 
TYRONE: Lesley, There’s no story, is there?  
Just the songs. And yet I can’t help wondering what it’s all about.  
 
Do you know?  
Someone must know.  
I don’t know.  
 
No?  
 
No.  
 
Know. 
 
Know (Megarrity/Megarrity) 
As we know, there are known knowns 
The things we know we know 
I know this 
 
We also know that there are known unknowns 
The things we know we don’t know 
I know this 
 
But there are also 
Unknown unknowns 
The things we don’t know we don’t know 
I know this 
I know this. 
 
No applause is sought. TYRONE patters on. 
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1.12 Kedron Brook 
 
TYRONE: It’s just some songs. Some songs in a row. You write down the 
order on a setlist. It’s a list of your set. What you’re set to play. It’s not always 
‘set’. It can change. If it was a story, it couldn’t change. Lucky there’s no story. 
Lucky it’s just songs. Song titles.  
 
(Tyrone seems for be digressing from the setlist)  
 
How about this one: ‘Kedron Brook’. One of our fans suggested we write a 
song called ‘Kedron Brook’. It’s creek-side park in the northern suburbs of 
Brisbane. It’s where you may take an evening constitutional, as Lesley and I 
have done from time to time. I tuck my ukulele under my arm, Lesley does the 
same with his bass, and off we go: two companions. Strolling together. 
 
Kedron Brook (Megarrity/Vincent) 
Ducks rocks grass 
People on their path 
Twigs leaves birds 
Walking without words 
 
Dogs park playing fields 
Small bike training wheels 
Turn to look at the brook 
 
You can never put your foot  
in the same brook twice 
so a stepping stone 
can be quite nice 
leave your car where it’s parkable see 
and come be unremarkable with me 
 
Applause. [Bows] 
 
The ‘moon’ on the curtains ‘falls’ on the table where the jug and 
glasses sit. LESLEY puts his bass down. Non-verbally, the performers 
acknowledge that it’s time for a drink. TYRONE plays Half Full, rubato. 
 
LESLEY simply pours himself a glass of water and drinks it.  
 
There appears to be not much water left in the jug. Maybe half a glass.  
But surely that’s not a problem. Stage management is surely onto it. 
 
LESLEY does not pour TYRONE a drink. He has to play. 
 
TYRONE doesn’t want a drink yet. He’s playing. The light on the table 
goes out as LESLEY picks up his bass again. 
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2 DEVELOPMENT  
 
2.1 Stairing 
 
TYRONE: So glad to have you here tonight. It’s our opening night. AND our 
closing night. A short season. A short season.  
 
Childhood is a short season.   
Let’s go up the stairs inside, Lesley.  
Come with us. Stairing. 
 
Stairing (Megarrity) 
Downstairs upstairs 
Up to pop 
Upstairs downstairs 
Then I stop 
 
Two at a time 
Step by step 
Up and down them 
Then I leapt 
 
Where are the stairs I sat on 
Now down the front stairs 
I have run/gone? 
 
They keep playing, over a sustained ‘D’ note. 
Applause is not sought.  
 
The ‘Moon’ appears above them. 
 
It seems they are playing a suite. 
 
2.2 Moon Song 
 
Moon Song (Megarrity) 
New moon 
waxing crescent 
first quarter 
 
waxing gibbous 
full moon 
waning gibbous 
 
last quarter 
waning crescent 
new moon 
 
The song rests. No applause is sought. No bow is taken. 
 
TYRONE: Took us a whole month to write that song.  
 
TYRONE plays the intro to Bear with Me  
under the patter to the next song. 
 
TYRONE: Night-time. Bed time is here, but sleep has yet to arrive.  
Here’s a lullaby for your furry companion. 
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2.3 Bear with Me 
 
Bear with Me (Megarrity/Vincent) 
 
1 The light is out 
And I have called 
There’s no answer  
From down the hall 
 
Curtain shifts 
Trees outside 
And my eyes  
Are open wide 
 
CH When I cannot bear it 
You’ll have to bear with me 
Safe and sound 
Arms wrapped around 
Bear with me 
Bear with me 
 
2 The things I whisper 
In my bed 
Your face is always 
Interested 
 
I wonder what 
You do all day 
With those eyes that don’t 
Look away. 
 
CHORUS 
 
Applause. [Bows] TYRONE and LESLEY drum their fingers lightly on 
the bodies of their instruments. It resembles rain,  sonically. 
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2.4 You May As Well Smile 
 
The ‘moon’ disappears behind them. 
 
TYRONE: …and you wake. You wake to the sound of rain. Rain on a tin roof. 
This is patter.  
 
The pattering continues. 
 
Patter. I use it to talk you into the song. To talk you in to the song.  
It patters on, the rain. Listen to the patter.  
 
But you have to get up and head out into that pattering rain.  
 
And when you do,  it helps to have the shelter of a song. 
 
You May As Well Smile (Megarrity/Green)  
When the sunshine’s gone and a cold wind blows, 
the sky is hanging grey and low, 
the nimbus is all cumulo 
the days pass slow with nothing to show 
and everything is so…’so-so’ 
there s only one way to go 
so here’s my motto… 
 
1 you may as well smile 
cause we’re all stuck here together here for a while 
the reasons to frown all fall down in a pile 
so you may as well… 
 
2 …may as well smile 
 ‘cause we’ll all make our exit in single file 
the line could be short, or a queue of a mile 
so you may as well smile 
 
BR it may be overcast but it won’t last 
Most of those clouds are toasted by sunshine 
so we should be kind 
while there is still time 
 
so you may as well… 
 
3 …may as well smile 
whether you pull a bride or a trolley up the aisle 
you could slip, you could trip but you’ll do it with style 
so come on… 
you may as well… you may as well  smile. 
 
To BR 
 
4 …may as well smile 
whether you pull a bride or a trolley up the aisle 
you could slip, you could trip but you’ll do it with style 
so come on…  
you may as well… (ooooh) 
you may as well  …(ooooh) 
you may as well… you may as well… 
smile. 
 
Applause. [Bows] 
 
TYRONE: Ah, I always look forward to feeling optimistic… 
 
The patter is interrupted. Tyrone seems to have noticed something. 
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2.5 Excuse Me 
 
TYRONE: Look I’m sorry, but someone has to say something. You must have 
noticed. Someone must have. Did someone…(Fart) 
 
In the middle of the show? (To Lesley) Was it you? Wasn’t me. 
  
Well. This is a moment. I wish I hadn’t said anything now. 
 
What should you do?   
Suddenly start acting extremely normal? 
Cough to disguise the sound?  
 
Well that certainly puts all those pre-show throat clearings and coughings into 
a new perspective,  doesn’t it? 
 
Still, it’s a creative act. It’s something we can all experience together.  
 
A Zeitgeist. 
 
They say there is a song for every occasion 
Not quite every one. Until now. 
 
EXCUSE ME (Megarrity) 
Excuse me, excuse me, I think I just behaved rather rudely 
Excuse me, but it amused me 
I’m little I suppose -  
A little on the nose 
Excuse me. 
 
Excuse me, excuse me, I think it’s just a little bit of food in me 
Excuse me? What’s it trying to do to me? 
It smells like garbage bin but 
It’s better out than in 
Excuse me. 
 
Excuse me, excuse me, I think I just behaved rather rudely 
Excuse me, but it amused me 
I’m little I suppose -  
A little on the nose 
It smells like garbage bin but 
It’s better out than in 
And so I stand accused  
My I be excused? 
 
Excuse me. Excuse me. Excuse me. 
 
Applause. [Bows] 
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2.6 All Dressed Up 
 
TYRONE: Thankyou, thankyou. Let’s move on.  
 
I think it’s best if we move on.  
Let’s move on …to the dance floor.   
 
Let’s get dressed up and paint the town….what colour shall we paint it?  
 
TYRONE begins to play percussively on his strings.  
LESLEY follows suit.  
 
Imagine, or imagine imagining a top night out. A top night out with a bit of 
tango. This song’s got that. A top- night out with a bit of waltzin’. This song’s 
got that. A top night out with a bit of frantic jiggin’. This song’s got that.  
 
Maybe we’ll be the prettiest flowers on the wall.  
 
They stop playing for a moment: 
 
TYRONE: All Dressed Up. 
 
The song begins. 
 
All Dressed Up  
1 Underwear, outerwear 
Looking in the mirror there 
Style my hair, time to spare 
Waiting in a corner chair 
 
2  the radio, the night shadows 
the start of the affair 
night is here, my ride is here 
time to cross that thoroughfare 
 
CHORUS 
Tighten up , brighten up  
Things are going to lighten up, so 
I’m all dressed up… 
and I’ve finally go somewhere to go 
X2 
 
3 mirror in the powder room 
lined up and ready to blow 
Tying bows and bowing ties 
One last look and go 
 
4 line the walls, the music calls 
eyes towards the door-o 
I’m alarmed when you take my arm 
And guide me to the floor-o 
 
CHORUS 
BRIDGE 
Possessed by an effortlessness 
Only us in this crowded room 
My flowers are pressed 
As this wallflower blooms 
So dance with me 
Set the floor on fire 
With vertical expression 
Of  horizontal desire 
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6 The music’s died, come outside 
Our hands upon the rail. 
About the time your eyes met mine 
I thought my heart would fail 
 
7 the end of the night, under moonlight 
I think that I want you to know 
I’ve been dressed up for years, but now that you’re here 
I’ve finally got somewhere to go 
 
Applause. [Bows] 
 
2.7 Unaccompanied  
 
TYRONE: Thankyou. It’s so wonderful to be here doing our own show. As a duo. 
Let’s slide the spotlight from the dance floor to the stage. This next song begins with 
a duo, when someone leaves that duo… in the middle of a song. 
 
Unaccompanied  
1 Unaccompanied 
No ensemble, no harmony 
But in my heart 
I hear your part 
Unaccompanied 
 
2 Unaccompanied 
Without the backing I need 
heart in throat 
with every note 
unaccompanied 
 
BR1 It was “Ciao Bella”  
Now I’m a-capella 
We can’t be a pair 
Without you there 
And I won’t forget 
How you ended our set 
 
3 Unaccompanied 
Unexpectedly singing lead 
The duo’s solo 
It’s just me (so) 
Unaccompanied 
 
instr 
 
BR2 no guest vocalist 
a beat thumps in my chest 
the chorus I knew 
was the coda for you 
showstopper indeed 
now I am freed 
and  
 
4 (placement?) Unaccompanied 
Sing a song to stalls of empty seats 
Row upon row 
Where did they go 
Unaccompanied 
 
5 Unaccompanied 
No offsider beside of me 
It’s dark and it’s late 
It resonates 
an echo dies 
Out there it flies 
the silence recedes 
and it’s just me 
unaccompanied 
 
They bow. It’s a straight bow. The applause lasts some time. 
21 
Tyrone and Lesley’s Gentlemen Songsters 
 
2.8 Half Full  
 
TYRONE: Songs about songs and music about music in a concert about 
concerts. Lucky there’s no story. There’s a thirst.  
 
LESLEY plays music under (Half Full) as the ‘moon’ slides on to the 
drink table. The moon becomes a glass, viewed from above. 
 
TYRONE puts down his uke and heads to the table.  
TYRONE tilts the jug. There’s not much water left. What little there is 
trickles out.  The glass is half full. 
 
He looks at LESLEY. He shrugs. No harm meant. No drama. 
TYRONE holds the jug up to Stage Management. No dice. 
They’ve drunk the rider. Such as it was. 
 
LESLEY’s music under coheres into a bluesy bassline. 
TYRONE goes and gets the microphone. He pulls it off its stand. 
 
TYRONE: Half Full. 
 
Half Full (Megarrity/Green) 
1 There stands the glass 
Transparently cool 
Staring back at me 
There’s been many a slip between cup and a lip 
And I’m wondering … 
should I take a sip? 
 
2 Half filled half spilled 
Half full and half empty 
At low tide you can still see the sea 
And that’s enough for me 
 
BR Should I wait till I evaporate? 
Or I think should I drink 
Watch the level sink? 
Or stay half full (fool)  
half sensible 
for you 
 
3 Half drenched, half quenched 
Half satisfied, half thirsty 
Half a mind. half inclined, only partially  
A glass half full won’t  say ‘poor me’ (pour me) 
 
BR2 …in this state with feelings mixed and straight 
Though I know if you show… I could overflow  
So I’ll stay half full (fool)  ..optimistical 
for you 
 
4 It reflects how I’m half-blessed 
How it catches the sunlight – that little bit left  
A promise that’s never empty for me 
A glass half full is plenty for me. 
At low tide you can still see the sea 
A glass half full is plenty for me. 
 
Applause. [Bows] 
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3 RECAPITULATION   
 
3.1 Ukulele Heart  
 
TYRONE picks up his uke and regards it. He plays. While he does so, 
Lesley puts down his double bass and picks up a U-bass. 
 
TYRONE: I’m drunk on songs. Hey, Lesley’s busting out the ukulele bass: I 
see you’re going to pick on something my own size.  
 
They say that the ukulele is sweeping the world right now. That’s completely 
incorrect. Brooms are sweeping the world right now. 
 
The ukulele. (He holds up his instrument)  
We’ve all got baggage, but a ukulele is cabin baggage 
 
People are curious They bring themselves to it.  
They ask you questions on public transport…. To which you may reply: 
 
Ukulele Heart Music and lyrics David Megarrity 
“it’s not a violin..” I say 
With a smile upon my face 
 “..but,  I take it with me everywhere,  
Just in “case””. 
 
With my ukulele on my heart,  I play 
With my ukulele on my heart,  I say 
Strum me, hum me,  
Make a little melody 
Hold me, enfold me,   
when you play me , play me honestly 
V2 Play me gentle, sing a long 
Four heart strings are not so long 
Let it ring. It’s just a little thing,   
but a ukulele can’t be long 
 
CH 
 
BR 
When you’re gone, I fret. 
I’m searching for accord 
A harmony I’ll not forget,  
So lean towards this sounding board 
This hole where all the songs are stored 
 
V3 This song is soft, this song is strong,  and sentimental too 
The ukulele could be… instrumental to you 
INSTR (Chorus Pattern) 
 
V4 This song must end,  and it intends to soothe you and to calm 
This song’s for how I long for 
u…kulele in my arms 
 
CH 
LAST CH With my ukulele on my heart,  I play 
With my ukulele on my heart,  I’ll stay 
 
Applause. [Bows] 
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3.2 Old Fashioned 
 
TYRONE: Thankyou very much.  
None of us are getting any younger, but at least we’re together.  
We’re an old fashioned pair.  
I love the work of this poet – his name’s Phillip Larkin. He wrote this poem 
called Broadcast, and er, the picture of the poem is of a man sitting at home, 
on his own, listening to a live concert on the wireless.  
A concert at which he knows his loved one is present.  
And the poem talks about… ‘trying to pick out her tiny hands applauding in all 
that air.’  
That’s the starting point for this next song which is called ‘Old Fashioned’. It’s 
got a whistling part in it. Are your whistles wet? Would you whistle with us? 
Just do what Lesley does.  
 
They begin the song, the audience whistles along with enthusiasm. 
 
TYRONE: That’s nice! 
 
Old Fashioned (Megarrity/Vincent) 
1 Dust motes just float 
In a shaft of light 
Twilight’s alright 
By the radio 
By the radio light 
 
2 Tune in to the band 
All that applause 
I love it because 
Out of all those hands 
I hold yours 
 
CH Our song is old fashioned now 
Old fashioned now 
But the years haven’t dimmed the passion now 
I’ll broadcast it, how this love has lasted 
And remember you, when the song was new 
I always hoped we’d be together this long 
Listening out for our favourite song  
Instr  
 
LESLEY pulls out a bass solo which deserves, and receives its own round of applause,  which extends 
over the second chorus 
 
CH 
 
3 The show may be over 
We’re off the air 
But a song goes on 
Yes a song goes on 
Yes our song goes on 
Somewhere out there 
 
 
Applause. [Bows] 
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3.3 Last Song 
 
TYRONE: So here we are tonight. You and me. Us and you.  
Together in music. Together in love. Together in songs.  
 
And when you can’t get it together,  
only a song can be a lament and a celebration. 
 
If there was a story here, it would nearly be over.  
But luckily there’s no story. Just the songs.  
 
Songs where longing becomes a songing, and  
the songing becomes the longing.  
And that’s where we’re belonging. 
 
This is our last song. It’s called. The Last Song. 
 
Last Song (Megarrity/Vincent) 
You wipe the bar 
I’ll stack the chairs 
 [Then] we’ll take the stage 
As they head down the stairs 
  
The crowd’s gone home 
Good night to them 
Our nights all end 
In the early A.M. 
  
interlude 
  
Fingers on black 
Fingers on white 
Encore for no-one 
At the end of the night 
  
Bring down the curtain 
Switch off the spotlight 
This is the last song 
That I’ll play tonight 
  
It’s the last song, the last song 
Sing in the moment 
For it’s there: then it’s gone 
the last song,  the last song 
The spell’s always broken 
It never lasts long 
 
This one’s a keeper 
For stage sweepers now  
For all the day sleepers 
Taking a bow 
 
for there’s no encore 
No one calling for more 
No-one to applaud 
The final chord 
Chorus 
 
Applause. [Bows] 
 
TYRONE and LESLEY ride the applause and launch into a song of thanks. 
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3.3 Thankyou  
TYRONE: Thankyou.  To Kellee Green who co-wrote some of these songs. To 
James Lees for publicity. To Brett Collery and Thomas Green who’ve recorded the 
three albums you see over there. To Michael Futcher for direction. Thankyou to the 
Powerhouse for having us, and mostly, thanks to you, ladies and gentle men. We’re 
no good without you.  
This is my friend Lesley, and my name is Tyrone. 
 
 
Thankyou 
Thankyou: You found  us lost 
Thankyou: With fingers crossed 
Thankyou: When hope had faded 
Thankyou: But now we’ve made it 
 
Thankyou: ‘cause I was thinking 
Thankyou: That we were sinking 
Thankyou: Your helping hand 
Thankyou: Helped us to land 
 
Thankyou: To be perfectly Francis 
Thankyou: For taking your chances 
Thankyou: In no small part 
Thankyou:  Straight from the heart 
Thankyou. 
 
Applause. [Bows] 
 
TYRONE and LESLEY take their leave and exit. 
 
 
3.4 Encore  
William Tell Overture (Rossini) 
Applause. Bows. Exit. 
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GENERAL NOTES  
Warmwaters is a concert-style comedy presentation of original music designed to 
appear on theatrical or musical stages. 
 
Warmwaters are a male/female duo, framed as singer-songwriters in the tradition of 
contemporary folk, though with a clear 1960’s influence. They are guitarist/vocalist 
Luke Warmwater and flautist/vocalist Lena Warmwater. Their backstory is 
mysterious, their union fractious, their presentation has cracks in the front. 
 
The music of the Warmwaters is soaked in innuendo: the only people who don’t 
seem to know that their songs are all about bodily functions…are them.  
 
CHARACTER DESCRIPTIONS 
LUKE WARMWATER Wants to play seriously. High status. Aggressively correct. 
Creator of the ‘scripted’ portions of the show, as well as writer of most of the 
material, he sees himself as a gifted musician and raconteur. He is not. He’s framed 
the act as deep, inclusive, collaborative and thought-provoking. It’s not. At least it is 
not as he intends. Ambitious for the group.  
 
LENA WARMWATER Lena seriously wants to play. Low status. Well-meaningly 
incorrect. She’s adventurous and spontaneous, and enjoys pushing the boundaries 
of the frames Luke has built around them. Likes sharing her thoughts and 
movements. Her spirit seeks release. Joyful, earnest, sincere, supportive to a fault. 
Ambitious for the moment. 
 
It’s unclear, and unconfirmed as to whether their shared surname is assumed for the 
stage or their legal names. Their relationship status is also left unresolved. 
 
STRUCTURE: MUSIC AND TEXT 
The show is structured by its setlist, the songs framed by introductory patter. Some 
of the patter is seemingly ‘scripted’, and some more spontaneous. The script makes 
it look like it’s either music OR speech, but in performance there’s likely to be more 
crossover and blending of spoken word and sound. Patter may be underscored by 
deliberate or inadvertent musical sounds: toots on the flute, tuning, wisps of 
feedback, and the frustration of an opening chord for a song whose commencement 
seems some way off. 
 
SOURCES OF TENSION: ZONES OF PERFORMANCE 
The performance makes no effort to lay out a narrative as it is conventionally 
understood. The act is the act. The performance is the performance of the 
performance. The Warmwaters know they’re putting on a show. 
 
However there’s a difference between the show they think they’re performing, and 
the show they’re actually doing: each has differing/growing knowledge of this.  The 
presentation inhabits three zones: 
 
on-mic(Text):  this is the ‘act’, as Luke (and sometimes Lena) sees it. In this zone 
they perform a set of their original songs, peppered with selected cover songs, and 
interspersed with patter they’ve scripted and rehearsed. The performance is overtly 
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intended to frame them as more experienced, successful, collaborative and deep 
than they actually are. Impression management. 
 
off-mic (Subtext): The act’s hyper-awareness of the audience seems not to extend to 
an understanding that their subtext is easily perceptible. The two of them improvise 
text, competing for audience attention, and control of the show. Like many duos, 
they’re constantly trying to find their light, but find they’re brighter in each other’s 
shadows. Impression mismanagement. 
 
Backstage(backstory): There is little or no backstory about the Warmwaters offered 
in the text, or paratext. Evidence such as the apparently self-written songs and 
patter, and patterns of self-referentality in the relationships between the performers 
and their material, indicate, rather than expose the ‘real’ nature of these two and 
their ‘story’. The backstage cannot be seen, and it is not explained definitively via 
exposition. 
 
 
MUSIC  
Joined as One 
So Bad 
Honeyeater 
A Little Bit of We 
Let it Grow 
Pushing you out 
Holding Your Memories 
The Galleon Sails 
Call and Response 
Le Bonheur  (Happiness) 
 
Original music and lyrics Luke Warmwater (David Megarrity) 
The set also includes two cover songs:  
I’ll Be Your Mirror (Reed)  
I’ll Never Find Another You (Springfield) 
(possible encore) Catch the Wind (Donavon)  
 
STAGE SETTING 
There are two vocal microphones and one instrument mic, all on stands, connected 
to a small PA system.  A flute and guitar, also on a stand, covered in blue material. 
 
The musicians sit and play on high stools. A gobo shines on the curtain behind them, 
brightly inscribing the word ‘Warmwaters’ in a logo which includes a bird and a bee. 
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1 OPENING SEQUENCE 
Badly produced new age music is heard. Noises of sea-life inexplicably appear in the 
soundtrack. The lighting onstage changes.  
A gobo appears, projecting the name ‘Warmwaters’ onto the wall or curtains behind 
them. It’s a logo, incorporating a bird and a bee. 
The stage is set with two microphones and two stools. Either side are two 
instruments, on stands: a flute and guitar. The entire arrangement is draped with one 
length of blue cheesecloth. 
LENA and LUKE Warmwater enter. 
Luke cues the music. It starts. New Age. It’s time for the opening sequence they 
have choreographed. 
A magical trill of the chime bars on the soundtrack sends them tensely into a 
relaxation curl. Slowly they turn towards us, conjuring a world. Aquatic mammals 
race by. LUKE and LENA are underwater. They waft their way to the stage, with 
graceful, choreographed strokes. 
LUKE swishes LENA to the other side of the stage. Now either side, they perform a 
floating stroke in unison. Then they are neutral. 
LENA ‘discovers her flute, lifting the cheesecloth, and then letting it reveal the silver 
shaft. She swishes LUKE towards her. Together they celebrate the flute, hands 
moving up and down its shaft until it ejaculates a shower of invisible musical notes. 
LENA swishes LUKE to the other side of the stage where he similarly discovers the 
guitar, and swishes LENA over to where he stands. Together they entice a 
tumultuous tune from the guitar, caressing its contours. 
Suddenly they’re caught by a current and washed to centre stage, where their hands 
crest and cause a cave, which is then explored by fish, which they make with their 
hands. 
They are ‘washed up’ on rocks which are their stools. They lift the cloth off them, 
without revealing them, and take turns ‘diving’ for the treasure beneath the 
suspended blue cheese cloth. They then drop the cloth, and perform a brief scissor 
kick, in sync, off the stools, approach, take,  present and mutually bow with their 
instruments. 
Now they have all they need. The instruments. The stools, the audience, 
themselves. They swell with inspiration and take their seats grandly. 
They then break and fiddle about organizing posture, outfit and mic position. They 
sit, ready. The music still plays. LUKE cues ‘cut it’ with a finger across his throat. 
 Warmwaters 5 
 
2 JOINED AS ONE 
LUKE: Good evening 
LENA: Hi 
LUKE: We’re...  
BOTH: Warmwaters.  
LUKE: This is Lena Warmwater 
LENA: …and this is Luke Warmwater. 
LUKE:  We’re here to play you folk songs that will change your life. 
LENA: They’ve changed ours.  
LUKE: this one’s all about getting it together... 
LENA: (don’t take it the wrong way) Musically. 
LUKE and LENA play Joined as One, revelling in their intricate musical and 
vocal arrangements. 
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Joined as One  
Key: C Feel: Light country ballad 
Form: Intro (verse pattern X 2) V1   V2  BR  V1  INSTR  BR  V1 
Verse C Dm G7 C  Bridge F Em Am Dm/Em/F/G 
 
 
               C 
1 LUKE: Joined as one 
             Dm 
LENA: Having fun 
             G7 
LUKE: With no one 
                   C 
LENA: But you (Together, 2
nd
 time) 
 
2 LENA: Joined as one 
LUKE: The moon and sun 
LENA: A hot dog and bun 
LUKE: A nut and a screw 
 
BR  
                   F 
UNISON: Joined as one 
   Em 
Indistinguishable 
    Am 
Fire of love 
Dm Em F    G 
In  ex   ting  uishable (2
nd
 time trade syllables) 
 
INSTRUMENTAL  
 
RPT BR & V1 
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3 SO BAD 
LUKE: Thanks that means a lot. (LUKE plays chords under the following patter) 
LENA: Well!  (pause) Here we all are!  
LUKE: Indeed. 
LENA: I’m sensing a lot of love in the room. 
LUKE: We don’t do this for the money.   
LENA: We’re completely amateur. 
LUKE: (off mic) don’t say ‘amateur’. 
LENA: We’re totally... unprofessional…  
LUKE: We do this… for you. 
LENA: But as they say, if your art makes just one person happy.. 
(then you’ve achieved a goal) 
 
LUKE: (interrupting) You know I think......that’s already happened. 
 
 (pause) 
LENA: Long, long ago there was a time when we were both working solo. 
LUKE: Both of us wanted to make music so bad. 
LENA: I was playing flute without any musical accomplishment whatsoever. 
LUKE: Then we found each other. 
LENA: and that’s how you find us tonight. 
LUKE: …and that’s how we find you. Playing a song about making music.  
LENA AND LUKE: (spoken out of sync) Together. 
LUKE and LENA play So Bad. They consider the song one of their ‘hits’ and it 
is performed with gusto, and rehearsed movements where they ‘throw’ the 
lines at each other as they trade lyrics. 
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So Bad  
Key: F  (D Chords,  Capo 3) Feel: Goodtime acoustic rockin 
Form: Intro Riff (1X Verse) V1 V2 CH V3 V4 CH Outro Riff (1X Verse) 
Verse F Gm C Chorus Bb C F (E D Cbass)  Bb C Dm C Bb F  Gm C 
 
1  
It’s in the rhythm 
It’s in the rhyme 
Sing your own tune 
And have a good time 
 
2 When I’m going down low  
and you’re up on top 
The harmony that we’re laying down 
It will not stop 
 
Chorus 
You wanted to play with me 
And I wanted to play with you 
we wanted to play (music) so bad 
And we do 
And we do 
 
instrumental 
 
3 Life’s not a rehearsal 
So we don’t rehearse 
Sing in the moment 
You could do worse (in the last verse) 
 
4 Hear the guitar strumming 
And see the flute toot 
We like good folk 
We like good roots 
 
Chorus 2 
 
We wanted to play together 
We wanted to play for you 
we wanted to play (music) so bad 
And we do 
And we do 
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4 I’LL BE YOUR MIRROR 
LUKE: Thanks that means a lot. We mainly play originals, but we know it  
can be…overwhelming 
 
LENA: or even just whelming… 
LUKE: …for us to present you with a whole set of original material that’s this strong. 
 So we like to spice up the set with something… a little different… 
 
LENA: A tribute. 
LUKE: To a great songwriter: Lou Reed. 
LUKE plays in a minor key. 
LENA: May she rest in peace.  
LUKE: So this next song we’re going to do is from… 
LENA: I hope she’s happy wherever she is. 
LUKE: ...is from Lou’s repertoire, 
LENA: Amazing singer, too. 
LUKE: it’s called I’ll Be Your Mirror 
Song intro starts 
LENA: Let’s … reflect on her legacy. 
LUKE: Let’s just play the song. 
LENA: We hope you like it. 
LUKE and LENA play I’ll Be Your Mirror (Lou Reed) LENA performs 
interpretive hand movements that increase in intensity and their literal nature 
as the song progresses. 
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I’ll Be Your Mirror (Lou Reed) 
I’ll be your mirror 
Reflect what you are, in case you don’t know 
I’ll be the wind, the rain and the sunset 
The light on your door to show that you’re home 
 
When you think the night has seen your mind 
That inside you’re twisted and unkind 
Let me stand to show that you are blind 
Please put down your hands 
’cause I see you 
 
I find it hard to believe you don’t know 
The beauty that you are 
But if you don’t let me be your eyes 
A hand in your darkness, so you won’t be afraid 
 
When you think the night has seen your mind 
That inside you’re twisted and unkind 
Let me stand to show that you are blind 
Please put down your hands 
’cause I see you 
 
I’ll be your mirror 
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5 HONEYEATERS 
LUKE: Thanks that means a lot.  
LENA’s mirroring seems to have gotten out of hand and she seems to be 
mimicking LUKE. Given that she’s subtly mirroring everything he’s doing, it’s a 
hard thing to end. 
What’s the punchline? 
LENA: It’s great making beautiful sounds together. 
LUKE: Wanna know how it feels? Acoustic multimedia. 
LENA: ‘What?’ I hear you say. ‘I came here to watch music, not make music’. ‘No. 
Too hard’. Yet it’s so simple. ‘No it’s not’ Let go of any awkwardness you 
might feel. ‘What? What even is that? Is that a thing?’  Should I go to the bar? 
 
LUKE: (to audience, modelling participation, trading lines)  
Can you snap your fingers like this?  
 
LENA and LUKE: acoustic multimedia. 
 
LENA: Can you pat your thighs like this?  
 
LENA and LUKE: acoustic multimedia. 
 
LUKE: Can you stomp your feet like this?  
 
LENA and LUKE: acoustic multimedia. 
 
LUKE: Acoustic multimedia. Let’s take you to another place. An exotic, tropical place 
LENA: Subtropical. 
LUKE: A rainy place. 
LENA: It’s actually Brisbane. 
LUKE: where it’s hot and wet 
LENA: Dripping 
LUKE: Where the brown river flattens under a bruised sky 
LENA: and beads of sweat roll down the small of your back, between your buttocks 
LUKE: (pause) 
LUKE: Will the sky burst forth its moist bounty? 
LENA: The first drops fall. 
 Warmwaters 12 
 
She snaps her fingers. Imitating raindrops. She encourages the audience to 
do the same. 
LUKE: Raindrops round, pound the ground 
LENA: Raindrop sounds all around 
LENA hits her thighs with open palms, faster now, imitating heavier rain. She 
encourages the audience to do so as well. She’s marshalling a soundscape 
from the audience. It’s something they did in a workshop. 
LUKE: and as quickly as it comes 
LENA: it always comes too quickly 
LUKE: …the storm is gone 
LENA is now pounding her feet, as the ‘storm’ reaches its peak. LUKE joins in 
with guitar playing. The soundscape diminishes, the pounding stops, replaced 
by thigh beats, then finger snaps, then silence. 
LUKE: When…will…the…last.. drops… 
The soundscape is over 
LENA: Audience precipitation. 
LUKE: and after the storm, the sound of birds. 
LENA plays flute, imitating the birds. Luke plays chiming harmonics. 
LUKE:  The magpies. 
LENA plays 
LUKE: The Kookaburras 
LENA plays 
LUKE: (improvised) The western pied trembling muck-tit  
LENA’s not sure how to do that one. 
 Birds in the city. So many species, more than you could poke a stick at... 
LENA stops playing. 
LENA: You shouldn’t do that. Just leave them be. Let them sing their songs. 
LUKE: Love birds. Birds in love. Honeyeaters. 
LENA: Honeyeaters… We hope you like it. 
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Honeyeaters 
Key: G   Feel: Gentle Ballad 
Form: Intro (1X verse pattern) V1  CH Instrumental V2 CH 
Verse: G Drone with shifting top notes 
Chorus G G(F# Bass) Em  C Em Am   Am G(B bass) C  Em D C  Eb 
 
1  
LUKE: Under your wings I’ve learned many things 
I’ve learned about fight and I’ve learned about flight 
LENA AND LUKE: Mating for life, mating forever 
LUKE: I love it when we flock together,  
LENA AND LUKE: …flock together 
 
CH  
LENA AND LUKE: you fly to me, I fly to you 
LUKE: I will be your honeyeater 
LENA: And I you know I love a cockatoo 
 
Instrumental 
 
2  
LENA: We nest wherever trees take root 
I shake your branch, LUKE:  I’ll eat your fruit 
LENA AND LUKE: Yellow and white, we’re a native breed 
LUKE: I’ll drink your honey LENA: while I’ll eat your seed 
 
CH  
LENA AND LUKE: you fly to me, I fly to you 
LUKE: I will be your honeyeater 
LENA: And I you know I love a cockatoo 
LUKE: yes I know you love a… 
LENA AND LUKE: cockatoo. 
 
LENA and LUKE hold the last note. 
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6 A LITTLE BIT OF WE 
LUKE: Thanks that means a lot. You mightn’t have picked this up, but that last  
song was basically a metaphor for relationships.  
Not all of our songs are about relationships. A lot of them are issue-based. 
 
LENA: We’ve got a lot of issues.  
LUKE: Exactly. 
LENA: Exactly. We. 
LUKE: Exactly. Us. 
LENA: Every single one of us has issues.(selecting a member of the audience)  
He’s got a lot of issues. 
 
LUKE: Absolutely. He feels powerless. Worthless. Like everyone’s looking at him,  
pointing the finger saying. “So. What ARE you gonna do about these issues? 
 
LENA: We know how that feels. 
LUKE: Sure. We all do. But him especially. 
LENA: (back to the script) We’ve all got issues. 
LUKE: It’s been good to talk. 
LENA: (come back to the script) …but it’s better to sing. 
LUKE: Because if we’ve all got issues, who’s got to work together to solve them? 
LUKE and LENA: We are. 
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A Little Bit of We 
 
Intro chords 
 
1 There is no you 
There is no me 
There’s not just-us 
without some ‘we 
 
2 Us plus you  
plus me is we 
Getting it  together 
Is a great way to be 
 
CH There’s no limit to what we’ll achieve 
Collectively/cooperatively/collaboratively (substitute new word each time) 
With just a little bit of ‘we’ 
 
3The trouble you’re in (urine) 
Is my trouble too 
but a little bit of we  
Will get us out of the poo 
 
4 United we stand 
Divided we fall 
Let the great ‘we’ flow 
And carry us all 
 
CH 
 
INSTR 
 
LENA performs an improvised rap which really sums up the message. 
 
Politicians disgusting 
Not worth trusting 
You know we’re all busting 
To cover them with we 
 
LUKE does some ‘scratching’ on the guitar while LENA mimes scratching a record. 
 
Then they fist bump.  
 
CH 
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7 LET IT GROW 
LUKE: Thanks that means a lot. 
LENA: When we were rapping together, Luke (pause) I think a little bit of ‘We’  
came out. (pause) 
 
LUKE: I felt that energy. We’re inspired. We’re inspired by some of the  
great environmentalists of our time. David Suzuki. Kim Flannery. 
 
LENA: Tony Abbott.  
LUKE: (double-take) But I’ve been thinking. Where do we get our energy from?  
That’s something ‘we’ should all think about. A lot. It’s time to get creative. 
 
LENA: Creative energy. 
LENA ‘workshops’ it, offering interpretive gestures to support LUKE. 
LUKE: There’s solar power, wind power, power drawn from... um... sewerage.  
And! How about this: Who here goes to the gym? Well imagine that you did. 
What if you hooked up the gym equipment  to the grid. You know what I’m 
saying? People running on a treadmill could like..power.. 
 
LENA: ..another gym maybe? 
LUKE: Absolutely. Keep the lights on in another gym. All this, instead of burning  
fossil fuels.  
 
LENA: Don’t burn fossils. Leave them in the museum so everyone can enjoy them.  
 Or even better, leave them in the ground for future generations  
 
LUKE: (pause) Question. Can a song save the world?  
LENA: Yes. No. Maybe. Not applicable. 
LUKE: Lena. 
LENA: Luke. 
LUKE: Stay on message. The impotence…. for this next song came along when I  
was mowing the lawn… 
 
LENA: …finally. 
 
LUKE: …pushing carbon into the atmosphere while getting rid of green, growing  
stuff… and I was thinking well.. why am I doing that? And then (makes 
explosion noise) this song came. It’s about deforestation. 
 
LENA: in sensitive areas. It’s getting pretty hairy out there. 
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LUKE: This song is a protest song. This song is called Let it Grow.  
Let it Grow  
Key: E  Feel: protest song (CSNY) 
Form: INTRO(Vx1) V1 V2 CH Instr(Vx1) V3 V4 CH X 2 
V E C#m A B 
CH C#m B E  A B E A B G#7 C#m  A 
 
1 
LUKE: I’ll come into your garden 
And take a look around 
I’ll plow your furrow 
We will turn new ground 
 
2 
LENA: Exploring together 
You and me both 
LENA AND LUKE:  
We’ll go rummaging through 
The wonders of your undergrowth 
 
CH 
LENA AND LUKE:  
And don’t mow your lawn 
If you do all your grass will be gone 
You might think it strange to go free range 
But don’t you know 
If you don’t mow 
And let it go… 
It will grow 
 
instr 
 
3 
LUKE: I see a flower in your foliage 
LENA: I see your mighty tree 
LENA AND LUKE:  
Let’s wander in our wildernesses 
With all the birds and bees 
 
4 
…and see how one little plant 
can become a million 
so don’t let your rainforest 
Go like the Brazilian 
 
CHORUS 
 
REPEAT CHORUS  
(Clapping, urging audience to sing along) 
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8 HOLDING YOUR MEMORIES 
LENA: Thanks that means a lot. Is everybody having a good time? 
Waits for audience response 
LENA: Are you having a good time, Luke? 
LUKE: I am… well within myself. You? 
LENA: I am present in the moment. Belonging. Here. Now. Wait. Actually. Yes. Now. 
LUKE: OK. Well. You’re probably wondering about our relationship. 
LENA: People do. People ask.  
LUKE: They do. And when they do, you know what I say?  
I say mind your own business. 
 
LENA:  Do people need to know about Bob Dylan and John Baez  
to understand their music? 
  
LUKE: Who cares what’s going on in Richard and Karen Carpenter’s marriage? 
LENA:  Or if the Eurythmics were lesbians?  
 
LUKE: For us, it’s all about the music. 
  
LENA: Let’s just keep the relationship musical. 
 
LUKE: just a musical… 
LENA: …relationship. 
(long pause. Back to the script.) 
LUKE: Have you noticed how the two of us often finish each other's... 
LENA: (off-script) …sandwiches? 
LUKE: Sentences. The two of us have shared so many…  
LENA: …housemates. 
LUKE: (LUKE wasn’t expecting this) Memories. We kind of hold the memories for 
each other in ways that…. 
 
LENA: …are burned into my memory. 
LUKE: Can you stop.... 
LENA: ...Pre-empting you?  
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(pause) 
LUKE: anyway, this tune’s about how memories are best shared  
LENA: ...because then they're not yours or mine, but OUR memories. 
LUKE:  and when we play this song, all of you (audience) will remember it 
LENA:...hopefully 
LUKE: and we'll remember playing it to you 
LENA: if I can remember how it goes 
LUKE: so then we'll all be holding each other's memories. 
LENA: and won't that be... 
LUKE (deliberately pre-empting)...memorable? 
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Holding Your Memories  
Key: C (mostly) Feel: Beatles/Shins 
Form: RIFF V1 V2 CHORUS  RIFF V3 V4 CHORUS  RIFF 
RIFF Cm Fm Bb Eb Ab7 Db Gsus7/G7 CMAJ 
VERSE C C(add F) C(add G) C(add F) X 2 
CHORUS F Fm6 C G/B Am G/B 
     F Ab G Am D7 
     F Ab G Cm  
1  
LUKE: There’s no need to be 
like all the rest 
no need to keep them 
so close to your chest 
 
2 LENA: I’ve got my knockers 
LUKE: and I’ve had haters too 
But when I’m holding onto your memories 
LENA AND LUKE:  
I believe in you 
 
Chorus 
LENA AND LUKE:  
Come closer now 
Now I understand 
When I hold your memories in my hands 
Holding your memories 
In my hands 
 
3 LENA: Men have memories too 
At every age and stage 
beautiful soft memories 
that grow larger as you age 
 
4 LUKE: when they get bigger  
than they ought 
don’t get caught  
LENA AND LUKE:  
go and seek support 
 
Chorus 
 
RIFF 
 
 
 
  
 Warmwaters 21 
 
9 PUSHING YOU OUT 
LUKE: Thanks.. 
LENA: ..that means a lot. 
LUKE: with this next song, we’re going to showcase the talents of  
Lena Warmwater. 
 
LENA: OK. So. This is one of mine. I created the lyrics. And the music.  
And the movements. And the concept. And the flute part. 
 
LUKE is winding her up. Get on with it. 
...anyone here in a relationship? 
Audience show of hands. LUKE raises his hand and smiles.  
LENA is taken aback. 
 
LENA: OK. Right. If you don’t have your hand up, just take a look around.  
The night is young…  
 
LUKE: and you were too… once. But you know, your life may be lonely, but it’s  
relatively easy. Having a relationship, it’s no walk in the park. 
 
LENA: Yes. There’s give and take, pull and push. 
LUKE: Question. Are you a pusher... or more of a puller? 
LENA: That’s a good question. Relationships can get very constipated. 
LUKE: (laughs) You mean complicated. 
LENA: Constipated, yes. Bound up.  
When there’s been no movement for a while,  
you can find release in a song.  
 
LUKE thought he knew what this song was about. Now he’s not so sure. 
 
This one’s called ‘Pushing you Out’. We hope you like it. Hit it Luke 
  
 Warmwaters 22 
 
Pushing You Out  
Key: E Feel: Motown 
Form: INTRO (Harmonised riffs) V1 V2 CHORUS INSTR V3 CHORUS [with tag] OUTRO  
Verse: E F#m A E (Last time add G#7 to chorus) 
Chorus: C#m B A E  F#m G#m A B E 
Instr: C#m G#m A B X 4  
 
1 
LENA: Picture the scene 
Sitting in a small room 
With a magazine 
Waiting for you to arrive 
Cause it’s time to get on with my life 
 
2 
I could sit here all day 
I hear the rain and I’m feeling the strain 
Now I’m more than halfway 
To wiping your memory away 
 
CH 
LENA AND LUKE:  
It’s not about me 
It’s all about you 
And pushing you out  
Is the hardest thing I’ll ever had to do 
 
Instrumental 
 
3 The lonely queen sits on her throne 
And puts fruit in the bowl 
You’re gone and now I’m alone 
But look how I’ve grown 
 
CH 
It’s not about me 
It’s all about you 
And pushing you out  
                                       C#m 
Is the hardest thing I’ll have to do 
                                    F#7 
LUKE: I won’t be number two 
LENA AND LUKE:  
And pushing you out  
was the hardest thing I ever had to do 
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10 THE GALLEON SAILS 
LUKE: Thanks that means a lot 
They return their instruments to their stands. 
I think it’s time. 
LENA: Shall we do it? 
LUKE: Yes. Let’s 
LENA and LUKE: push out our stools. 
They do so, and stand. Luke and Lena go to speak. Their microphones are 
now too low. They stoop to adjust them to standing height. 
LUKE gestures, not very subtly, to the sound operator. Prerecorded sounds of 
seagulls and ocean are heard. This is ‘The Galleon Sails’, an evocative 
nautical waltz.  
LUKE and LENA stand, pushing out their tools. Time for their second piece of 
‘choreography’. They pick them up and shift them upstage, gingerly leaping 
over the blue cheesecloth. Turning to centre stage, the backs of their hands 
meet and they stoop to mutually lift the cloth to a ‘mountain peak’ between 
them. 
Finding the leading edge, they unfurl and suspend the cloth in a blue 
horizontal band, shifting to opposite ends of the stage. 
LENA sends vibrations to LUKE, which make the material warp and billow. 
LUKE responds in kind. They tuck the material under one arm, and turn round 
about, winding and wrapping themselves until they meet awkwardly in the 
middle. 
They roll out, back to opposite sides, and ‘wash the dishes, performing a large 
turn which lifts the cloth grandly. LUKE’s vibrations are huge now, one so big 
it ‘suck hum under’ and he scurries to centre stage, then kneels, the blue cowl 
of a ‘wave’ above him. LENA attempts a similar move but finds she has to 
tippy-toe over the gathered material to form a sail and shift the middle. 
LUKE stands and they form a draped tableaux reminiscent of Magritte’s ‘The 
Lovers’. LENA reaches for his face to reveal it. But she can’t find it, so she 
touches a few other bits on the way. LUKE reveals LENA also. 
They move apart, bodies still draped, and progressively ‘reveal more and 
more of themselves’ until they ‘stand naked’ before one another. 
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They begin to sway from side to side in a free dance, then touch backs of 
hands, stoop and lift the material, which they lift and throw over their heads. 
As it flutters floorwards behind them they approach the mics and hold a pose.  
Applause. They reach for their instruments and begin to play The Galleon 
Sails (live) 
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The Galleon Sails  
Key: D (Drop D tuning) Feel: expansive nautical waltz 
Form:  INTRO V1 V2 BR V3 V4 W/CODA 
Verse: D G D D A D G D D G A D 
Bridge: (F#lead-in) Bm A G E7 A7 
 
Rubato, atmospheric intro with improvised poetic lyrics 
 
1 The galleon sails 
In a voyage across time 
The galleon sails 
I’ve got maritime on my mind 
The galleon sails 
Who the hell knows where we’re goin 
The galleon sails 
Deep into parts unknown 
 
2 The galleon sails 
Gotta know your port from your starboard 
The galleon sails 
up your inlet safely harboured 
The galleon sails 
Lick your finger, taste the breeze 
The galleon sails 
See the man in the boat stroke with ease 
 
BR 
with you in my crew  
we could sail forever 
cause you help me get my  
ship together…  
 
3 …we sail 
Let me be your sailor gal 
The galleon sails 
Let me enter your canal 
The galleon sails 
With every line that we cast 
The galleon sails 
Sit you up on the top of the mast 
 
4 The galleon sails 
But our ship aint a wreck 
The galleon sails 
See all the hands on my deck 
The galleon sails 
And our boat might seem old 
We’ll never fail 
We’ve got treasure in our hold.. 
(in the way we hold) 
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11 CALL AND RESPONSE  
LUKE: Thanks that means a lot. But hey. We’re up here doing all the work 
LENA:  Sing with us. Watch this. (sings)  There’s a hole in the bucket 
(audience response: ‘Dear Liza, Dear Liza’) 
There’s a hole in the bucket 
(audience response: ‘Dear Liza, a hole’) 
LENA and LUKE: Call and response. 
LUKE: (sings) Hi de Hi de Hi 
(audience response: ‘Hi de Hi de Hi’) 
LENA and LUKE: Call and response. 
LENA: (now off-script) “Am I ever going to see your face again”? 
(audience response: No way Get fucked, fuck off) 
* as per unofficial audience participation segment of a song by Australian rock group The Angels 
LENA enjoys this line being directed at LUKE 
LENA and LUKE: Call and response. 
LUKE: It’s a folk tradition. The call  
LENA: ...and response. Everybody knows it. 
LUKE: …but they don’t know this one. 
LENA: They will in a minute. 
LENA briefly teaches the audience a new call and response song where the 
lyrics to the chorus are ‘Call’ and ‘Response’. She utilizes two hand-painted 
signs, holding them up to cue the audience. They are cut-out plywood shapes, 
whose silhouettes are unwittingly suggestive. 
They perform the song in collaboration with the audience. 
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Call and Response  
Key: A Feel: Calypso 
Form: INTRO V1 V2 CHORUS INSTR V3 CHORUS X 2 
Verse: A E  D E  A E 
Chorus: A D  E A X 2  
 
1 If I call will you respond? 
It’s like you’ve waved your magic wand 
I wave it low and wave it high 
My response is my reply 
 
2 If I respond will you call again 
Yes, I’ll reply and you’ll call and then 
(unison) On and on and on we’ll go 
Like narcissus and echo 
 
Instrumental  
 
Chorus 
LUKE:    call  
LENA and AUDIENCE: response   
LUKE:    Call  
LENA and AUDIENCE: response  
LUKE:    Why? 
LENA and AUDIENCE: Because 
LUKE:    Why? 
LENA and AUDIENCE: Because  
  
3 (unison) And if we call will you respond? 
The audience makes up half the song 
Wait for the pause that is your cue 
Then you’ll know just what to do 
 
Chorus 
Call response  Call response  
Why?  Because Why? Because 
 
Repeat Chorus acapella 
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12 LE BONHEUR 
LUKE: Thanks that means a lot. You guys should be up here! 
LENA: Merci Beaucoup 
LUKE: This song came from our time in Paris. 
LENA: That’s why it’s in French.  
LUKE: It’s in 5/4. A difficult time signature. 
LENA: So don’t try to clap along.  
LUKE: This is ‘Le Bonheur’ 
LENA: (in a French accent) Happiness.  
LUKE: We hope you like it. 
Le Bonheur (Happiness)  
Feel: sophisticated continental 5/4 Form: INTRO V1 CH INSTR V2 CH2 
Verse: A Bm E7 A X 2  A F#m E7 A  A Bm E7 A 
Chorus: Bm C#m Dmaj7 C#m Bm C#m Dmaj7 E 
1  
LENA: Avez-vous envie de toucher 
LUKE: Le Bonheur 
LENA: Pouvez-vous avoir trop de 
LUKE: Le bonheur 
LENA: Qu’est-ce qu’il vous faut 
LUKE: Le bonheur 
LENA: Va planter la graine 
LUKE: Le Bonheur 
 
CH LENA and LUKE: Everything you say 
Everything you do 
You’ve just got to get happiness in you 
Everything you say 
Everything you do 
You’ve just got to get happiness  
In you 
 
Instrumental 
 
2  
LUKE: Do you want to touch 
LENA: Happiness? 
LUKE: Can you have too much of 
LENA: Happiness? 
LENA and LUKE: What is it I need? 
LENA: Happiness. 
LUKE:  we will plant the seed with 
LENA: Happiness 
 
CHORUS 
 
Instrumental 
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13 I’LL NEVER FIND ANOTHER YOU 
LUKE and LENA: Thanks that means a lot.  
LENA: People often want to take us home after the gig. 
LUKE: But they don’t realise we’re already there. Did you bring ‘the CD’, Lena? 
LENA: Yes, I did (she holds it up) 
LUKE: Well, we have plenty of these for sale. 
LENA: You said bring the CD. I only bought this one.  
LUKE: Just the one? (pause) Well, the album is available on youtunes. 
LENA: and itube 
LUKE: plenty more to listen and watch on your computer.  
It’s the best time you’ll have online 
 
LENA: …second best. 
  
LUKE: Well the set’s coming towards the end of the…set…thankyou again for 
 coming. 
 
LENA: Namaste. 
LUKE: We’ve gotta go 
LENA: With the flow 
LUKE: It’s been a beautiful gig 
LENA: With a beautiful audience. 
LUKE: It’s over now. But there’ll be other nights.. 
LENA: There’ll be other songs 
LUKE: …and there’s always another gig for us go do 
LENA: …not for a few months actually 
LUKE: …but we’ll never find 
LENA and LUKE: (to audience) …another you 
LUKE and LENA play I’ll Never Find Another You (Springfield), trading 
verses.  
 
 Warmwaters 30 
 
I'll Never Find Another You (Tom Springfield) 
There's a new world somewhere they call The Promised Land 
And I'll be there some day if you will hold my hand 
I still need you there beside me 
No matter what I do 
For I know I'll never find another you 
 
There is always someone for each of us they say 
And you'll be my someone forever and a day 
I could search the whole world over 
Until my life is through 
But I know I'll never find another you 
 
It's a long long journey 
So stay by my side 
When I walk through the storm 
You'll be my guide be my guide 
 
If they gave me a fortune my pleasure would be small 
I could lose it all tomorrow and never mind at all 
But if I should lose your love dear 
I don't know what I'll do 
For I know I'll never find another you 
Another you another you 
 
 
LUKE: Thanks that means a lot. 
 
LUKE plays the intro over the final patter 
 
LENA: Who wants a spontaneous encore? 
 
LUKE: We were going to leave 
 
LENA: But we had a moment. Together. 
 
LUKE: No-one wants that moment to end.  
 
LENA: that moment’s passing, like soft, fragrant wind. 
 
LUKE: Breathe it in. It’s a wind you could never capture 
 
LENA: except in a song. 
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possible encore:  
Catch the Wind (Donavon Leitch) 
In the chilly hours and minutes of uncertainty 
I want to be in the warm hold of your loving mind 
To feel you all around me 
And to take your hand along the sand 
Ah, but I may as well try and catch the wind 
 
When sundown pales the sky 
I want to hide a while behind your smile 
And everywhere I'd look your eyes I'd find 
For me to love you now 
Would be the sweetest thing, it's what'd make me sing 
Ah, but I may as well try and catch the wind 
 
Dee dee de de dee de de de de dee 
When rain has hung the leaves with tears 
I want you near to kill my fears 
To help me to leave all my blues behind 
For standing in your heart 
Is where I want to be and long to be 
 
Ah, but I may as well try and catch the wind 
Ah, but I may as well try and catch the wind 
Ah, but I may as well try and catch the wind 
Ah, but I may as well try and catch the wind 
